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ABC'S MOVIE OF THE WEEK
The B movie is alive and well on television. Robert L. Jerome examines eleven made-for-televis!

science fiction character. The mini-movie format, whatever its drawbacks as an art form, is pe
fashioned B movies which once flooded the movie houses of yore.

THE FIVE FACES OF GEORGE PAL Part I
Dennis S. Johnson offers the first installment of his career article on the producer who began the

fiction in 1950 by making DESTINATION MOON, and who has since consistently
producer in the world. A
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! oense of Wonder

by Frederick S. Clarke

\f\dlu-rn- to the fourth issue of
CINEFANTASTIQUE, the g zine with
a "sense of wonder," de d to the
serious study of horror, fantasy and
science fiction films. We hold these
truths to be selfevident: that horror,
fantasy and science fiction are a sub-
stantial and important part of cinema
art and entertainment; that the genre
has too long been unjustly neglected;
that the examination of cinefanta
will result in a better understanding of
film in general.

In this issue Robert L, Jerome looks
at the last vestige of the fant
" aormat on television in °
the Week. " As Bob points out

stique

series’ track record is less than :
thle, but a 90 minute anthology for-
certiunly has the potential to pro=
somi inding ntiasy films.
ision’ pest disag itment has
been ROD SERLING'S NIGHT GALLERY
on NBC. For those that hungered for

e TWI-

zest and imagination of b
LIGHT ZONE shows the

been a stale crus

1e fine 40 segment st
lliam Windom entitled "They' re
Duwn Tim Reilley’ r** which

wis nominated for an

however most of the epis
hort five min-
e segment was so  incredibly  vapid

an embarrassment, One

that it would have been considered re-
ressive if written by a ten vear old
mind. This episode involved the dis-
covery of a giant mouset and gianmt

mive on the moon by astronauts. That
iweh an idea could ever become

tl just an idea, that it could sur a
treatment, a first dreaft, a final draft,
that 1t coul

v production before

tion team laugh-

ingly deposi the nearest waste
basket is an indication that S &
( merely interested in fil p
(] vacuty is at

v can do
juirements
in FOUR
what they will
24 epis
current  television

offer a detailed

w in the future.
Speaking of cinelantastique being un-
justly neglected, there has been almost
nothing published concerning fant
television., Tall witl irk Ste
the other night, we s \
onto the subject of TWILIG
and 90 minutes later were still stretch-

ng
.

ing our memories in recalling excellent
episodes with no end in sight, This ser-
ies, in utilizing the music of cc nposer
Bernard Herrmann, directors like Jack
] and John Brahm, and writers
'rling, Damon Knight, Richard
Mitheson and Richard Beaumont pro-
duced some of the finest cinefantastique
extant, At the very least the show de-
idexed by episode incl

n authors,

ing informatior
and h

ve critical 1. Such a
project is in the wo . CINEFANTAS-
TIQUE hopes to
television fantasy on a regular basis
I are a large number of anthology
4 s, includin OUTER LIMITS
THRILLER. WAY OUT. JOURNEY IN-
TO THE UNKNOWN, SCIENCE FIC-
TION THEATER, the Engl
OUT OF THIS WORLD to name a few
d
ntion the extreme
ted fantasy  epi
s. lantasy I

and a

some aspect of

series

that can be disq d this is not to

ree number of

s of series

and  series

with continuing char:
Also in t television, if
anv of 1 have atching NET's

n
MASTERPIECE THEATER vyou will

have noticed many familiar names and
faces. Their first serie "The First
Churchills™ featured S n Hampshire
(from Albert Finney's make of NIGHT
MUST FALL), John Neville (Sherlock
Holmes in Herman Cohen's A STUDY IN
TERROR), and Margaret Tyzack (the
Russian scientist in Kubrick's 2001: A
SPACE ODYSSEY). Their second offer-
ing, Henry James® "The Spoils of Poyn-
ton,” was directed by Peter Sasdy and
created much of the Victorian atmos-
phere and elegance that 1 mentioned was
in his TASTE THE BLOOD OF DRAC-
ULA (2:21). The biggest treat of the
was the last play
" in which Hammer actor
played Vautrin, a deli-
who

Andrew
ciously evil and sinister character
plays God with the lives of his fe
borders in a Par
The new ser
PIECE THEAT son, "The Six
Wives of Henry VIIL, " features Hammer
star Ralph Bates
ABC provided a

rooming  hot

n MASTER-

welcome Summer
t t in presenting*’ Movie Classics
of David O. Selznick,” which included
his THE SPIRAL STAIRCASE and POR-
TRAIT OF JENNIE. The telecast of the
latter was timed coincidentally w
release of our last issue which contain-
ed Dennis S, Johnson's retrospective of
the film. In this issue Dennis presents
first part of his career article on
tasy filmmaker George Pal entitled
he Five Faces of orge Pal."
Dennis completed his work as pro-
duction man on his first feature
film in Aupgust, American Media Pro-
duction's MOON CHILD starring John
Carradine and Victor Buono. The pic=
ture was filmed in color on location at
the Mission Inn, Riverside California.
Dale Winogura made several trips out
to the Riverside location to observe the
production and to talk with cast and
rs. He scrawled this hur-
ried note arradine is  wonderful,
simply wonderful, a very amiable, soft
spoken gentleman. Buono is also splen-

crew mem

did. If you can imagine a combination of

words, imagery, and themes from THE
MAG THE DEVILS, ORPHEUS, T
SEVENTH SFEAL, PERFOR
2001: A SPACE ODYSSEY, and
CON, then you have a pretty good idea
of what kind of film this might turn out
to be. Carradine and Buono are fantas-
tic vatch.” The seript, by the [ilm's
director Alan Gadney, w originally
entitled THE GOLDEN MAN: MYSTERY
OF THE BLACK MISSION, and during
shooting was changed to THE INCUBUS
RITUAL. Gadney did his script from an
original story by Richard Alexander,
the film's producer, and Emmett Al-
ston, the lilm's director of photography,
about a young art student in the 1920s
who seeks the ultimate in spiritual and
physical beauty and finds it among the
environs of a supernatural hich
comes to life every 25 years. Gadney,
Alexander, and Alston are the directors
of American Media Productic
was formed to produce literate, high
quality motion tures at budgets in
line with Hollywood's new economic au-
sterity. American Media is currently
cditing the picture and seeking distri-
bution arrangements for 1972 release.
Dennis and Dale will provide the inside
I the filming of MOON CHILD
ny behind the

which

along with
s production shots.,

Norman Miller rcon
Rasputin [ilm titles in tl
terscolumn under “More Rasputins,”
and tt

film fr
Short Notice

S up with more
s issue's let-

current scene on the fantasy
xamined in Reviews and
Thanks to Larry Byrd
wer painting mnder-

fully evocative of Palsian fantasy.

ont is

for this issue’
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MORE RASPUTINS

juickly made newsreel

I was taker i our Rasputi
CINEFANTASTIQUE
plussed on the 1917 Ma
as Walter Fritz's 7
Film Index c

Neufeld in that

RASPUTIN (Larin
THE HOLY DEVII
RASPUTIN (Trotz) 2/19

though Neu= Al rom the Austrian Index:

feld has act m 1913 1
director's cr Max has RASPUTIN (THE LOVE LIFE OF A
a brother Euren, 5 vears olaer. whose STRANGE HOLYMAN) (Rasputin (Das
et edit [ | 1914 "o L baren Heiligen))
Rasputir The index doe 2 ik Film (Vien-
list o Late - putin filr Neufeld L k. With: Paul
icl i ind1 enclos- Ask Milena Paviov-
od the el edi 1 r.

THE INCENDIARY OF EUROPE (COL- Robert H ein had been directin
ONEL REDL'S LEGACY) (Di¢ Brand- inee 5 ad at least ten films t
stifter Europas (Oberst Redls | T redit before 1 KILLED

10/8/26, 22(

RASPUTIN
directed by
Tacques Bact NORMAN MILLER

116 Ley Rd =11, Brooklyn, NY 11226
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bert Valboer
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(Lenin), Han

Gerhard Lamprecht's Index |
Silent a4 RASPUTIN car 1
1917 & n [ Berlin E.N.S
. The « nan ! I p T'he
* no other name en, and
ire Fritz Hofbauer and Max [
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I (1960), on i

ay A ‘
films of the period in Russia.
four title { Jul
m-
DARK POWERS - GRIGORY SPUTIN menting on the above dout
AND HIS ASSOCIATES (Ter Sili - through o n fau I 1 juoted
Grigorii Rasputin niki I € ©r i iry--
1917, Produced by T ot n Hele
two parts, Direct } M ( ci=
Scemat B. A v by - i, | [ I fea
P. syagin, W S. Spu= f ren eand regrets | ertainthir
tin}. N. Kitaven, Volzhsky. M. Petini. d tair I td =i
it 1 i lement |
GRIGORY RASPUTIN AND THE GREAT iy [ reise,
RUSSIAN REVOLUTION (Grigori Ras- "Il self - pit rept into what |
putin 1 Velikor Russke Revoliutzii then t I had
1917, to give that impression,
I it e certain Truth
PEOPLE OF SIN AND BLOOD (Lyud Ki le I 1 | it it
Grekha I Krovi) 1917, d - ed ©1 ir 1
beda. Directed by A, ( [ nd i nished--t |
L. A. Sorin, i inything.
P kon G Lt ise, the ¢
kovskava, Litin, N. thisl Id ker nd
Yaron, Kurbsky, N. Kozir T I { 1 of
“Thank 1 1 dt
THE HOLY DEVIL (Svyatoi me. May God i t
Iway g 1. P Vhit-
These credits n b table, Ker
1945 { the pre=Soviet film.
Do 1 thi TYRANNY OF THE ALAN DODD
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The B movie is alive and well on ABC

week the ARC TV Net-
work is Ell of the Cinders while her thashier sis-
land, NBC and CBS.
ion's share of the

day nizhts, ABC Ix

st the entire

ters in vides arner the
But om Tues-

Cinderells

viewing audience

omes the mavical

[ the ratin ame with o three and o half hous

line=up has caueht lie"s Laney
First, Michacl Cole, vy Lapton and Clar-
ence Williu HI. put down the stupid, crime=
ridden Es ment as THE MOD SQUAD mem-
bers display wil heads and mod clothes.  Then
with o killing sincerity, advises evervone

v tuned to the ABC MOVIE OF THE WEEK

flers 90 eithi nuivhen
it} mereial pPrns

And then the jewel i
SMARCUS WELBY, M
\ Is th

the ABC ¢

D., the fa1l

n how ne roacts

Robert Youne's svreup of

or pipe=dr

the weekly servings of

stern Kindnd
oncerned with the
MOD

n this review we are not o
way Clarence Williams, 1, dominates THE

SQUAL with lus Afr uine and fierce aeting stvle
e  §

ed vek alter weel ta ecli

strugeling  vouw colleasue rt o

video vivaley as often more Liscinati tir detect

than what passes or entertainment on the MOVIE

OF THE WEEK. But the Latter., with its occasion-

il excurs Soanto fantasy, s whit interests

here.

It has alveady been noted in s 1 atn
that the MOW s o tliy o tadn=n I L runs
about T0=oda minute vl . ' s
are subtracted. Ti format, t Iraw-
h S RNE ] rt Torg IS perfect for pr mmers
==those old fashioned B-movies which anee fhvd-

Vit (VT ol vore--and. ta bhe sure,
the MOW offeri are L
santlv kil cnr time and, more imy
provide emplovment tor actors and act-
resses no loncer an demand,

I.' resilor ol this st L o .L“- AN ] |
their sleeve in t t privides an excellent s
[ET mlot 1y vhich, it the pul el G-
ertiser rou noas Lavorahlh i be expanded
no tull-fledued series,

D s Hirst scason (1969-70), MOW o
p with only one eroan terms of both artistic
merit and pilot 1 ! and ab-
surbin clence 1 d THE
IMMORTAL .nd k b Gum
hinged on the s Ben Riel
ards. An outo ! 1 f sonme

skill,

eral pits of

hards (C} el donates sey

blood s milhiomire boss

Jordan Braddock. s seriously injured. T an=
cient (plaved in m. s makeup by B I-
livan weulou rs en he receives a

discover Richard's

transfu and the doctor
blood contains antibodies which nu b
to all known diseases, including the awein pro=
eSS,

Not unexpectedly. Braddock quickly inea
ates his benclactor in "velvet prison”

Richards
will be deained of his exces
wer. Braddoek's

supplicd with

Jjuvenate s emy

i wile

(Jessica Walte hy best), is hopetul
her husbhand will as possible, and t
this end, sl to escape. Thu ‘
begins the seu { v=lost brother, who
may also be gifted (or cursed. i Braddock ind
him first) with the same life-giving blood,

This intricuing premise, well-acted and ticht -

ly direeted by TV veteran Joseph Sarvcent, hvpowed

Scenes from THE IMMORTAL s ent

cries, Top: Aving Barey Sullivin 1

on Christopher Georse in order that if
be avialable at any time. I Chr
THE IMMORTAL was diroe !

ted COLOSSUS, THE

fiction film of 1970,

FORBIN

PRO.TE

OF THE

seekin
o

b
Sarve
f 1

WEEK

A

aunsar 7 agog g /B R /1 E\ﬁ%
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its matter-of-fact menace with the plausible no-
tion that a modern-day Dracula, with money and
resources it his fingertips, could effectively trap
his victims like so many insects under
There was also a certain tenderness in Richard's
relationship with his fiancee (sensibly enacted by
Carol Lynley) who must eventually he
n the pursuers vet too close,

Unfortunately. when THE IMMORTAL prem-
iered in the fall of 1970, it appeared to lose all
its special qualities. Ben Richards' flight to es-
cape a blood-hungry man of wealth (this time
played by David Brian) had the wornout look of an
old episode of THE FUGITIVE. Don Knight had a
nice “loser™ appearance as the private detective
who, episode after episode, failed to capture his
clusive quarry, but the tension between chaser
and chased never deepened imto the kind of fas-
cinating relationship which marked the cat-and-
mouse movements of fugitive
the Jarvet-like Barry Morse.

After the initial number of segemnts, THE IM-
MORTAL received its cancellation notice,  though
fans of the original concept were  rewarded two
wayvs. An early episode allowed Richards to re-
claim his sweetheart. bricflv. and to
finally leave her in romantic  company
(Glenn Cuorbent). And series reached its
finale. Richards was allowed to come across a
man (Michael Strong) who micht be his brother.
But after being kidnapped by the millionaire’s
men, this character reveals he has had several
discases. thus proving lus blood Licks the special
“immortal” antibodies,

Of the other fantasy - oriented features
on MOW's first

wlass.,

jettisoned

David Janssen and

however
vood,
as the

shown
season.  the most polished and
suspenseful went under  the  intriguing tale of
DAUGHTER OF THE MIND. Two scasoned pros
(too seldom seen on television), Gene Tierney and
Ray Milland, were joined by that persuasively low
key actor, Don Murray, ina drama of the super-
matural derived from Paul Gallico's The Hand of
Mury Constable. B

Milland and Miss Ticrney were the distraught
couple who kept seeing visions of their dauchter,
achild who was fatally injured in an automobile
accident.  Murray  portrayed  the  sympathetic
[riend the povernment intelligence agency dis-
piatehes to Milland' s household to investicate and
discover the
with clever electronie dev
lure the
Curtain.

Whatever its shorteomines. DAUGHTER OF
THE MIND was nominated for an “Edgar” award
by the Mystery Writers of America, The "Edear”
is named after Edear Allan Poe and presented
annually to the “best”™ in the mystery field. This
TV adaptation of the Gallico novel was written by
Luther Davis. who previously fashioned the con-
troversial suspense and horror film, LADY IN A
CAGE.

Both THE CHALLENGE and THE LOVE WAR
dealt with armed combat between wareing
tions, In the former, Darren MeG
senting the U,S,, and Mako, the
vent, met on a deserted Pacific i

obvious: secret agents,  equipped
s, were al work to

and his wife behind the Tron

professor

‘i, repre-
le Asian a-
nd to battle

Above
comforts
which she
veialed s secret to save her
Right: THE LOVE WAR: Anuie
Llovd Bridges are aliens from
who have expanded their battlefield to carth,

Left: THE IMMORTAL: Christopher Georee
Carol Lynlev in a
confesses that when

poitnant scene in

near death st

own life,
Dickinse

wareing

and
planets

Below Top: THE CHALLENGE: Broderick Craw-
ford and Davis Roberts chart the co of WW ITI
being fousht by two lonely combatants on a pacific
isle. Below bottom: DAUGHTER OF THE MIND:
Don Murray and Rayv Millind in o mystery tale
with effective supernatural o

IS

Wertones,

.
s

other to the death
World War 111

and thus decide the out=
vithout o full=«

wach

come ol cale con=

flict, spite of the allecoreal overtones and the
dependable performances of the principles, THE
CHALLENGE bumped alone toward its inevitable

wlusion, The Big Bovs we could not re=

sist plaving dicty, and evervone  (ineluding the
viewer) lost an the end,

I'HE LOVE WAR was somewhat hetter whicl
was somaethime of an accomphishment considerin
ns 1 book svoopsis: UCreatures from war=
ring planets Arcon and Zman take human form t
ficht n =with Earth as the neutral battle-

ined Kyl ni f tha \ Lo uldiers
jcopardizes his puassien by Lalling o love with an
carthli Sandy . ”

Llovd Bridees, as Kvle in but a taint shadow of
his performance o SILENT  NIGHT LONELY
NIGHT. numaves to g ‘4 is affection S.andy

(the sexy and serene Ar
but imly the very ve

iess that Sandy |
permitted her 1o

dust

1w Diekimson) bhelievable,
g (or very movel could not
ad a0 cold Zman heart which
Linaldly blast the trustine Kvle 1

To besin its second seasan on the ABC Net-
vork, the MOW seres appearcd to be puttime its
best footave forward: HOW AWFUL ABOUT AlL-

LAN. a psveh | thriller
e (sie) deama of tinehin
horror, '

The credits

termed s H-min-

suspense and ma

mdeed, were impressive: o
te wel b Anithen v [ll\l.EH' rvone's  Lave 1
PSYCHO, plus Julic Hareis and Joan Hackett: o

crecnplay Farrell, author of

penned by Henr

WHAT EVER HAPPENED TO BABY JANE” .nd
HUSH. HUSH, SWEET CHARLOTTE. .nd a di-
rector ol some promse. Curtis Haremeton, whe
previousiv tlmed the anpusthy neglected NIGHT
FIDE with Denmis Hopper and the chie but deriy-
ative GAMES with Simone S ol dh L DE=

AROLIQUE nt.

Perkins appeared perfectly cast as poor Allan
Colleish, o voune man suflerime rom pysehoso-
hlindness and tormented by the adea he

wehow caused a Lire whaeh chumed las Lither”s
e and disticured s protective sister,  Eliza-
beth, After s release from the hospital, where
he has undercone thervapy for his depressed con-
dition. he returns home o the understandinge and

kindness of | il
bor, Olive.
But AlLan’ s

by strange  vogees

sister and o very solicitous newh-

vhed
and even

road o recovery is soon bl

ch bedevil ham

stranver acceidents which threeaten ins e, Could

someone really mean to harm spineless Allan, or
15 AlLin really a basket case who must e put a=
way with all possible speed?

The not very startling conclusion of (s dran

Dwicht Mace-
ate thealler.

way Tilm eritie
elabor
anti

put one o mind of the
Danald onee
Acveordine (o
rives

dismissed a4 very
MacDonald, a v
and one begins openinge at fey
peeting all sorts of goodies, Lots and lots of ex-

packiave ar-

crishl x=

celsior is removed and then, at the bottom, one
discovers a couple of rusty nails, Thus it was
with HOW AWFUL ABOUT ALLAN.

The stiars were hardly to blame Tor the lack-



lustre material. but not one of the illustrious trio
managed to rise above it. Perkins has probably
worked his PSYCHO bit to death, thouch his per=
formance in PRETTY POISON demonstrated he
can still be brilliant when the odds are in s fav-
or. Here they weren't. Miss Harris has also ex-
hausted her frustrated spinster role, and the de-
cision to reveal her “sweet sister”™ act as a sham

provided no surprisc, As for Miss Hackett,  she
i

was simply trapped in onothine role which madd

wer appeiar 1o be o little nu for wasting her
time on such an ung
character as Allan.

As disappointing as this opener registered at
the time. the MOW had a couple of fiims in the
wings which were to make HOW AWFUL ABOUT
ALLAN appear passable in retrospect. Notable
among these clinkers were THE HOUSE THAT
WOULDN'T DIE. which even the ultra=profes=
sional Barbara Stanwyek (trapped in i ho-hum
haunted house)  could not save, and NIGHT
SLAVES. an initially fascinating sci=fier which
slipped into banality very quickly.

Featuring a pood cast spotlighting Lee Grant,
Leslie Nielsen and Andrew Prine, NIGHT SLAVES
dealt with a man whose life is changed by the

ppetizing and unapgprociative

steel plate in his head. Stopping overnight at a
small town. Clay Howard (James  Franciscus)
watches as evervone awakens in the N an
trance=like state and coes off to a nearby field to
work on a disabled spaceship. His wife (Miss
Grant) and the sheriff (Niclsen) cannot remember
their participation in the incident and take him for
a derar
(Tisha Sterling) appears to aid him.,

NIGHT SLAVES. despite its carly promise, fi-
nally emerged on o par with the ARC
lease which described its “stranse  events it
these terms: "What unearthly foree is at work to
enslave a whole town at ni#ht? Does the answer
lie in Clav's meeting with an eerily beautiful wo=-
man who exudes seductive mystery, a vibrant eirl
who has never known i man's kiss? Does the an-
swer lie within the boundaries of this earth at all?

As escapist fare. neither to he believed nor
cherished, THE MAN WHO WANTED TO LIVE
FOREVER had its moments and, in addition. the
unlikliest casting of the TV season: Staurt Whit -
man and Soindv Denmis, As 1
rehers called 1o a private foundation in a
remote mountain area. they eventually flee (on
skiis!) when thev learn their emplover., T. M.
Trask (Burl Ives) is up to no pood, Trask. as it
turns out, has an understandable desire to "live
forever.” and he is not above using human guinea
pigs to achieve his ends,

Hope Lange however, was subjected to the sea-
son's roughest  punishment  in - CRAWHAVEN
FARM. a suitably cerie tale which resembled
ROSEMARY'S BABY in its emphasis on witch-
I‘|'.l‘(.

The plot had Miss Lange menaced by a coven
of vengeful witches she had betraved ina previ-
ous existence. To save hersell and her baby, she
must abandon her loving husband (Paul Burke) to
her tormentors, and in the final moments, she
discovers her dead husband has returned--in the

ed man. but o mvsterious farm virl

i E’l' of medi

Above Left: HOW AWFUL ABOUT ALLAN: An-
thony  Perkins and Julie Harris appear in roles
witl

become tvped,  psveho and
wallflower respecti v. Dirceted by Cartis Har-
rington who should know better. Abe * Right: THE
MAN WHO WANTED TO LIVE FOREVER: Burl
Ives is the man of the title and Stuart Whitman a
doctor unwittingly fulfilling his desire. This was
originally titled “The Heart Farm. ™

which they ha

Below Top: THE POINT:

to music by Nilsson, Be
FARM: John Carradine (1
Lange in bringing her befc

An animated fantasy set
w Bottom: CROWHAVEN
ht) helps restriain Hope

e coven of witches,

e T

body of muscleman William Smith, no less--to
have his revenge for her betraval, Out of the fry-
ine pan and into the fire,

John Carradine. Cyvril Delevanti. Milton Sel-
zor and Patricia Barrey added to the drama in sup-
porting roles, and John MeGreevey's  teleplay
s concern for the put=upon hero-

wmianazed
me,

MOW. in a wise bid to please the kiddies as
well as the adults addieted ta D-novies, moved
starting time up one hour (0230 PM EST) for the
al presentation of an all = cartoon feature,
THE POINT,

A charming fable of
head makes him . teast among s people, it
benelitted by its odd artwork (not unlike a Jules
Feiffer dran wration of Dustin Hoffman
(as o serous = minded  father telling his child a
story), and the delightful music of Harry Nilsson
("Me and mv Arvow...all straight and  nar-

S

a little bov whose pointed

An even more weleome feature on the series
wis the premaer an January of DR, CROOK'S
GARDEN. adapted from the Broadway play by Ira
Levin, author of Rosenuiry's Baby,

The stage presentation, which featured Keir
Dullea and Burl Ives, was a flop, vet the condens-
cd video version proved to be a superior sus-
pense drama which transcended its  frightening
premise to become a personal story which effec-
tively explored the old theme: do ends justify the
means,

Here Levin's story, adroitly adapted by Art
Wallace, presented Bing Crosby as the genial,
gentle Dr. Leonard Crook who had devoted his
life to treating the residents of a picturesque Ver-
mont community. He s justifiably proud when his
ward. Jim (Frank Converse), returns from medi-
cal school to inquire about his health, but the old
doctor becomes accountably jittery when Jim be-
cins to suspect something amiss in these pleasant
surroundings.

Dr. Crook, alas, is a humanitarian. of sorts,
who weeds out the bad in the community by silent-
Iv killing them with poison. Jim's brutal father,
who repeatedly beat the bov, was the first to go,
and over the years Dr. Crook kept us his little
hobby of making his town a nice place to live
Eventually the doctor is forced to give the in-
quisitive Jim a lethal dose of poison, but in a
tense, nmail=biting finish, Jim manages to turn the
tables-=probably to his everlasting ret.

In a rare dramatic appearance, Crosby proved
how pood he can be when a role demands some-
thing of him, and both Frank Converse and new-
cor Blythe Dan (of Broadway's BUTTER-
FLIES ARE FREE), as the romantic leads, a-
chieved high marks for their contributions.

It should be noted, in all fairness to the ser-
ies, that a few of their other features have been
worth watching, especially an Emmy - winning,
contemporary drama called TRIBES, which pitted
a love child-cum draftee (Jan Michael Vincent) a-
wainst his Marine D. 1. (Darren McGavin). And
the highest rating of the season for the series re-
portedly went to the showing of a lady-in-peril
thriller, LOVE HATE LOVE, which featured Pet-
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DR. CROOK'S GARDEN 1/19/71
A Paramount Production, Produced by Bob Mar-
kell. Directed by Ted Post. Based on the original
Broadway play by Ira Levin, Adapted for televi-
sion by Art Wallace. Assiatant director, Steve
Barnett, Associate producer. George Goodman,
Director of photography, Urs Ferrer. Music by
Robert Drasnin. Set decoration, Ronald H, Ot-
tesen. Film edited by John McSweenev. Costume
er, Domingo Rodriguez. Wardrobe, Yvonne
David. Makeup, John Alese, Reginald Tackley.
Art director, Bill Molyneaux.
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charge of production, Norman Henrv, Director of
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ecutive producer. Aaron Spelline. Produced by
G o Edwards. Directed by Curtis Har
Written by Henrv Farrell. Music by Lawrence
Rosenthal. Director of photography. Fleet South=
coat. Fila edited by Richard Farrell. Production
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duced by Aaron Spelling. Directed by George Moe-
Cowan. Teleplay by Guerdon Trueblood and David
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A Production of Nilsson House Music Inc. and
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Harew Nilsson, Jerry Good, Fred Woll and Larry
Gordon. Divected and animated by Fred Wolf.
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FIRST TIME AT POPULAR PRICES!
DIRECT FROM ITS ROADSHOW ENGAGEMENTS!
UNCUT! ORIGINAL LENGTH! SEE IT NOW!

WONDERFUL SONGS! WONDERFUL DANCES!
AND WONDERFUL PEOPLE!

63 YEARS IN THE MAKING!

SHARE NOW THE TRUE-LIFE ADVENTURES OF
A FAMOUS STORY-TELLING PUPPETEER!

EAGLE-LION-HORSE AND DOG IN ASSOCIATION
WITH CINEFANTASTIQUE ENTERPRISES
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by
Dennis S. Johnson

CREDITS

From an original idea by Adam. Screenplay by
Dennis S. Johnson based on the continuing serial
"Pal of the Puppetoons™ as it originally appeared
in "Popular Science,” "Collier's,” "Variety,"
"American Cinematographer,” "The Hollywood
Reporter,” and "The World Almanac.” Additional
dialogue contributed by H. G. Wells, Robert Hein-
lein, Charles Finney and Ladislaus Fodor. Pro-
duced by Frederick S. Clarke. Directed by Dennis
S. Johnson. Hungarian Language version, 31
years. English Language version, 32 years. Rat-
ed G.

CAST
George Pal ......... vevesssssassess Alan Young
Szoka Grandjean ........v0..... Yvette Mimieux
John Halas ......co0c00neuee «+s+.. Whit Bissell
HoudInl s svinansinnamuiaansaie Russ Tamblyn
Cecil B, DeMille ........ vessssss Lewis Martin
Jules Verne ............00ve0.... Tony Randall
Adolph Hitler .cocovuvuvnn «++ss... Tony Randall
Jasper (Voice) ................... Tony Randall
Austro-Hungarian Empire ......... Tony Randall
Philip Wylie ......... tessssssss.. Tony Randall
Edwin Balmer ........c000000000se Tony Randall
Johann Strauss ................... Tony Randall
Byron Haskin ...........cc0u0. Arthur O'Connell
Barney Balaban ................ Jimmy Durante
Chesley Bonestell .........cc00vuunn ... Himself
Sergei Eisenstein ............ Nehemiah Persoff
Everybody Else ........cvvvvvunns Tony Randall
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PROLOCUE

EXTERIOR--DEEP SPACE--DOLLY-IN ON
PLANET EARTH

After the credits have rolled up against a black
velvet, star-studded galaxy, we find a singular
planet, half in light, half in darkness, growing
closer and closer. It is earth. Soon the multi-
colored continents appear from behind swirling
veils of thousand mile storms and lesser forma-
tions. (Consult Chesley about the exact colors).
Quickly we move in upon the European Continent
(how about patches of light for Paris, London, Vi-
enna, and Budapest?) easily recognized by its
Spanish chin and Norwegian nose, to focus on the
vast, fertile plains and snow capped mountains of
what is the Austro-Hungarian Empire.

DISSOLVE TO:

EXTERIOR--EARLY EVENING--CEGLAD,
HUNGARY - Some [ifty miles southeast of Buda-

pest.
COMMENTARY

In every man's life there is at it's beginning a
vast weave of imperceptible influences and paths
of converging lives which add up to his destiny.
Only in time, with years of experience, years of
choice and decision, years of accomplishment and
the inter=-mingling of lives is he able to look back,
reflect, and perhaps wonder in respectful awe of
the challenge of his birth and the fulfillment of
what was once only the promise of an uncertain
future.

MONTAGE

When George Pal was born on February 1, 1908 in
Ceglad, Hungary, the great Houdini was on stage
at the Columbia Theater in St. Louis, Missouri,
hand-cuffed and pad-locked in a water filled, gal-
vanized can. Houdini would never know of George
Pal and yet, their lives at that moment were in-
evitably linked. Of that February 1, it can be not-
ed that Cecil B. DeMille was a would-be actor and
playwrite touring the countryside in unmemorable
plays; Adolph Hitler was 19, unemployable, and
existing in Vienna on the charity of his few
friends; Byron Haskin was nine years old and at-
tending nickelodeons every Saturday; H. G. Wells
had finished a short story, THE WAR IN THE AIR
and, disenchanted with tales of the future, had be-
gun writing a novel of lower-middle-class English
society; the Austro-Hungarian Empire was six
years from collapse; Jules Verne had been dead a
mere five years and Johann Strauss only nine;
Robert Heinlein was going on six months and five
year old Philip Wylie was in kindergarten; Wer-
ner Von Braun was four years, one month, and
nineteen days from being born and the planet Plu-
to was twenty-two years from being discovered;
ten year old Sergei Eisenstein was attending
school in Czarist Russiaand his favorite subject is
drama; and the "movies” were just twelve imagi-
native years old. In one way or another, all of
these men, the living and the dead, and these
events, and others too numerous to record, were
to touch, shape, be a part of George Pal's life.
Our story begins in 1918, ..

ARCHITECT TO ANIMATOR

By the time George Pal was ten, the Austro-
Hungarian Empire that had created a rich legacy
of music, art, and royal society centered in Vi=
enna and Budapest, had dissolved in the flames of
World War I. Hungary had achieved independent
sovereignty, but like other nations of ravaged
Europe was soon to be caught up in an irrevers=
ible, spiraling, economic crisis. Despite the
chaos of the war and the fact that his parents were
traveling entertainers, Pal had managed to re-

ceive a solid education and his interest and talent
in art and design, along with the expectancy of his
parents, had persuaded him to work toward be-
coming an architect. In 1925, at 17, he was ac-
cepted at the Budapest Academy of Art. And there
occured the first of several twists of fate that
were to lead him eventually to international fame.

By a mistake in registration, Pal's academic
major was listed as fine arts. He was given a full
schedule of class work and practical, studio in-
struction in the basics of painting, anatomy, com-
position, and color, and was well along in being
trained as an artist-illustrator before the mistake
was discovered and he became a full-time student
of bricks and mortar. It was a priceless mistake,
for it was the only formal training he obtained in
applying his talents toward people instead of
buildings. It also provided an impetus for Pal to
explore further one of his earliest, undisciplined
loves, the craft of cartooning.

When Pal graduated from the Academy as an
architect in 1928, Hungary had sunk into a state
of massive economic depression. There was just
no money for the construction of buildings and no
work for even experienced architects. So Pal
never got a chance to practice his “trade.”

He was lucky that way. He quickly turned to
his skill as a cartoonist and managed to find a
poverty job as an apprentice animator at the Hun-
nia Film Studio in Budapest. Overjoyed at this
opportunity, Pal found it to be the right moment
to marry his boyhood sweetheart, Szoka Grand-
jean.

By 1931 Pal had nearly completed his appren-
ticeship. He had learned enough about the produc-
tion of cartoon films to be running Hunnia Studio,
but had risen only as far as supervisor to other
apprentices, including his good friend and former
schoolmate, John Halas*. For three years he and
Szoka had struggled to survive on his microscopic
pay, only to find that a raise in pay and responsi-
bility was based not on skill, but on seniority.
Ambitious and talented, full of wonderful ideas
and with a need to grow, Pal decided he had to
seck opportunity elsewhere.

That year the Pals migrated to Berlin, He
sought work as an animator at the UFA Studio and
was readily hired. Within two months he had made
such an impression on his employers that he was
placed in charge of UFA's cartoon production. He
thought that perhaps this was his place. The mon-
ey was good, the work exciting and challenging,
and for two years he felt content.

Then Adolph Hitler came to power. In 1933 the
Nazi Gestapo began to investigate Pal's back-
ground, interrogate his friends, to snoop around
his home and job, merely because he was a Hun-
garian. Intolerant of the politics and methodology
of the Nazis, Pal quit his position at UFA and
moved to Prague, Czechoslovakia.

In Prague, Pal decided he was ready and able
to set himself up as a one man cartoon studio. But
unable to afford even a second hand camera by
which to photograph his artwork, he intended to
simply hand-draw his cartoons and then take them
to a Czech studio and have them photographed.
But to his astonishment, he found that there
wasn't a single cartoon camera in all of Czechos-
lovakia! It looked like he was out of business be-
fore he could even get started.

COMMENTARY

The hand -drawn, single -frame, animated car-
toon had been one of the cinema’s earliest won-
ders and attractions. Beginning with Emile Cohl
in France in 1904, the craft of animation had de-
veloped apart from live action and trick camera
under the experimental natures of men like Win-
sor McCay (GERTIE THE DINOSAUR, 1909), Max
Fleischer (KOKO THE CLOWN, 1917), Pat Sulli-
van (FELIX THE CAT, 1917), Bud Fischer (MUTT
AND JEFF, 1917), Walt Disney (ALICE IN CAR-
TOONLAND, 1923) and Walter Lan‘z (OSWALD

*John Halas eventually settled in England and with
Joy Batchelor established an internationally known
studio and reputation. Their films include the
first British made, feature length cartoon, ANI-
MAL FARM (1955). Halas is presently the Direc-
tor General of the Association International du
Film d' Animation.



RABBIT, 1928). Not surprisingly, most of these
"paper-cartoon” pioneers were American, where
there were no scars of war upon the land, no
shortages of paper and inks, and there was abun-
dant monies, incentive, equipment, talent, and
showcases for their work. Meanwhile, as Europe
was putting itself back together, on the continent
an entirely different breed of animator had been
evolving, that of the puppeteer.

Among the peoples of middle-Europe, there
existed a peasant tradition of exquisite crafts-
manship in the folk art of designing and carving
from wood children's puppets and dolls. The de-
velopement of the film medium had given rise to
the utilization of folk arts and thus, the puppet
film.

By 1935 films like Starevitch’'s THE MASCOT
(1934), Ptushko's feature length THE NEW GUL-
LIVER (1935), and Alex Alexieff and Claire Par-
ker's stunning pin-head shadow film, A NIGHT ON
BARE MOUNTAIN (1933) and their puppet film LA
BELLE AUX BOIS DORMANT (1935) had created
lasting impressions upon the people and establish-
ed for the European animators a new direction for
their work.

THE PUPPETEER

From his student days as anarchitect-cartoon-
ist, Pal had often toyed with the theoretical prob-
lems of attaining three - dimensional qualities in
cartooning. His interest and desire for such an
accomplishment had never left him. Now, recog-
nizing the possibilities of the puppet film and the
unique challenges and rewards it offered, he a-
bandoned the two-dimensional drawings and went
to work to find a subject. Theaters in Europe, as
4 means to earn additional revenue, often sold
screen time to local, national, and international
advertisers, exactly as television does today. A-
ware of this sponsorship and market for his films,
Pal hit upon the idea of producing a puppet film
using cigarettes as actors. The film would be both
entertaining and sell the product. But, though his
idea was sound, he couldn't persuade any of the
Prague cigarette manufacturers to sponsor his
film.

Convinced of the marketability of his idea, Pal
and his wife moved to Paris in the spring of 1934.
The first cigarette manufacturer he approached
bought his "puppetoon’ idea. The cigarette mogul
put up $1000 and Pal shot his first three-dimen-
sional "puppetoon,' cigarettes marching in an out
of their packages, in the primitive, but effective
French Gasparcolor process. Within a few months
of its release in European theaters, Pal found
himself swamped with work and famous.

In Paris a dynamic Dutch advertising execu-
tive, Sies Numann, saw Pal's work, sought him
out, and offered him steady employment if he
could turn out such advertising films" for
§7-8,000 each. Pal accepted and within a year of
his arrival in Paris had shifted his operations to
Einhoven, Holland.

For the next four years the Pal Studio turned
out dozens of theatrical commercials for such
firms as Philips Radio. Often the advertising for
a product was contained within the context of a hu-
morous or musically designed story. Eventually,
Pal began to produce story films as pure enter-
tainment, these he aptly called his "color car-
toons in three-dimensions” and dubbed them PUP-
PETOONS. Among his many productions during
his years in Holland were: ON PARADE (1936),
ALLADIN (1936), SHIP OF THE AIR (or ETHER,
No Date), SINBAD (1936), SLEEPING BEAUTY
(N. D.), PHILIPS CAVALCADE (N. D.), WHAT
HO SHE BUMPS (1937), SKY PIRATES (1938), and
LOVE ON THE RANGE (1939).

Having survived the political, economic, and
human destruction of World War I and experienc-
ed first hand the insidious resurrection of Teu-
tonic tyranny, Pal easily read the true nature of
the howling wolves of Berlin. The Nazi war ma-
chine was about to stomp out peace and liberty.
Once again Pal was forced to abandon his momen-
tum, his property, and an economic security he
had worked long and hard to achieve. With his
wife and young son he left Holland in 1939, for the
United States.

Pal had hardly settled anonymously into New
York City before he found that both his Puppetoons
and his reputation had preceeded him. Barney
Balaban, the president of Paramount Pictures,
happened to see one of Pal's Puppetoons at a pri-
vate screening. He liked what he saw, liked the
feel of dimension, liked the way the characters
seemed to be alive, and knew that it would be ex-
cellent competition for the now commonplace
cartoons of Disney, Lantz, and Fleischer. He
was delighted to learn that the producer was in
New York. Paramount soon signed Pal to a non-
interference contract for the production and dis-
tribution of his Puppetoons and a new series of
animated short-subjects to be called MADCAP
MODELS.

By the fall of 1940, Pal and his family had
settled in Los Angeles. There, in a garage on
West McCadden Place, converted into a workshop
studio, George Pal Productions of Hollywood,
California came into being.

Pal employed about two dozen skilled wood-
workers and artists in his new studio, "animat-

was first made for every Puppetoon. Then while
sets and props were being constructed, there
were weeks of careful carving of the characters
from wood.

To animate a wooden face it was necessary to
produce twenty-four or more slightly different
changes of expression for each second of action.
The expressions were general enough, at times,
to allow for the repeating of action, but speaking
dialogue or singing an operatic aria allowed for
few short-cuts.

The bodies of Pal's puppets were also made
from wood and covered with cloth and costume.
The limbs were constructed of multistranded wire
which could be bent many times and into an unlim-
ited number of positions. For upright support,
wire pegs were placed in the puppet's feet and
made to fit holes drilled in the floor of the set.

Finally, the single-frame photography was ac-
complished under the guidance of an exposure
sheet based on a pre-recorded sound track. Edit-
ing, synchronization, and other post-production
work completed the process. When in full opera-

PAL OF THE PUPPETOONS: A youthful George Pal, circa 1940, sits at his Paramount studios holding
Jasper and is surrounded by other of his Puppetoon creations. Pal produced a series of 15 Puppetoons
involving Jasper. He had long been attracted to the folklore of the American Negro and believed it to be
"the richest and most colorful in American history."

ors with a lathe and blade" he liked to call them.
He also called upon the enormous talents of a vast
number of Hollywood technicians, performers,
and writers, many of them, like himself, an ex-
patriate from Hungary.

The PUPPETOONS and MADCAP MODELS
averaged eight minutes in length, requiring some
30,000 single frames (pictures), and 9,000 indi-
vidually carved wooden figures for each film.
Their production was similar to that of a two-
dimensional drawn cartoon. With his writers, Pal
would come up with the story, and dialogue if any.
The production would be storyboarded, sketched
out shot by shot and decisions would be made
about set designing and music. Pal would render
color drawings of the main characters and their
movements in each sequence, completing the
first, middle, and last drawing of the animation .
The artists employed as in-betweeners, filled in
the character's movements between these three
extremes. The drawings were then photographed
to test the smoothness of the action. In a sense, a
two-dimensional cartoon, in rough artist sketches

tion, Pal was turning out one Puppetoon or Madcap
Model film every forty-five days.

Although a few of Pal's films were based on
well known stories like Dudley Morris's THE
TRUCK THAT FLEW (1943) or Dr. Seuss's AND
TO THINK I SAW IT ON MULBERRY STREET
(1944), Pal created several important, continuing
characters on which he based dozens of original
films.

With the war raging in Europe, his homeland,
France, and the low-lands of Holland and Belgium
under the domination of the Nazis, Pal reached
back to a time when, as a student in Budapest, he
had been captivated and inspired in times of crisis
by the history, legends, and music of the Danube
River Valley. He created Mr. (Johann) Strauss as
a symbol of the will of the peoples of Europe to
resist and defeat those who would be their mas-
ters. In tune to the beauty and virtues of peace
and harmony in the world, Mr. Strauss, walking
in the woods one day, hears the birds singing in
the trees. He stops, listens, then inspired pulls
off his shirt cuffs and scribbles down music notes.

"




Scenes from two George Pal Puppetoons: In BRAVO MR, STRAUSS (1943), at left, Pal created a Puppetoon that would symbolize the will of the peoples of
Europe to resist and defeat those who would be their masters. Here Mr. Strauss leads the Nazi "screw-ball army," like a modern Pied Piper, to their de-
struction. In JASPER TELL (1945), at right, Pal uses one of his favorite Puppetoon characters to retell a famous legend.

Then he hears squirrels chattering and other
woodland creatures and he hurriedly converts
their sounds into musical notes. Finally he pulls
out of his coat a violin, places his note filled cuffs
on an empty tree stump, and begins to play Tales
From The Vienna Woods. It is this melody that he
then uses against the "screw -ball army” (as Pal
dubbed the Nazis) to lead them, like a modern-day
Pied Piper to their destruction.

One of Pal's most poignant statements about
the war was made in TULIPS SHALL GROW
(1942). In it, two little Dutch children, Jan and
Janette, are playing together among the windmills
and fields of tulips. Jan's accordian gets caught
up in an arm of a windmill and as it rises and
falls making delightful music, the two children
perform a dance in wooden shoes. Then suddenly
the sky turns ominous colors and the Screwball
Army sweeps over the land, trampling down the
tulip beds, destroying the windmills, and driving
Jan and Janette apart. Jan manages to reach the
ruins of a church where he prays for rain. It
comes and as it strikes the Screwball Soldiers
they're stopped in their tracks, rust on the spot,
and, like their tanks and planes, fall apart, As
they disappear into the earth, the tulips spring
into blossom again, boy finds girl, and the wind-
mills, rebuilt, turn anew.

Pal produced a series of fifteen films around
the single character of a little Negro boy named
Jasper. He had long been attracted to the folklore
of the American Negro and believed it to be "the
richest and most colorful in American history."
He did not set out to offend anyone, the stories
being simple and [anciful adventures of Jasper set
to the best examples of contemporary Negro mu-
sic and performances, yet, shortly after the war,
Pal found himself and his Jasper films under at-
tack for being "irresponsible” and "perpetuating
the misconceptions of Negro characteristics.”
The HOLLYWOOD QUARTERLY (July, 19486),
published by the University of California Press,
blasted away with the following charge: "When we
are building a democratic world in which allraces
should have a chance for full developement, it is
libelous to present the razor totin', ghost-ha'nted,
chickenstealin' concept of the American Negro."

Pal was stunned by the accusations for he felt
his work with Jasper, certainly some of his best,
was well within the bounds of traditional American
folklore and humor, standing alongside the tales
of Paul Bunyun, Pecos Bill, John Henry, Joe
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Magarac, or Johnny Appleseed, and reflected
many real contributions (particularly the music)
of the American Negro. There was little more he
could say to his attackers, and busied himself
with his work in progress, JOHN HENRY AND
THE INKY-POO, the story of that legendary Ne-
gro hero, which featured the talents of Rex Ing-
ram and the Carlyle Scott Chorus. Scheduled for
future production was a puppetoon HISTORY OF
JAZZ, in which Jasper was going to play duets
with such reknowned artists as Louis Armstrong,
Earl Hines, and Duke Ellington.

The HISTORY OF JAZZ never went into pro-
duction. In the eight vears that Paramount had
been distributing Pal's films, they had realized
substantial audience gains wherever Puppetoons
had played. But now in 1947, production costs be-
gan to rise dramatically, people were eager to
buy the thinzs they had been denied during the war
years and to raise their standard of living. Wages
went up. The cost of materials and production
services went up. Exhibitors were more and more
reluctant to book short-subjects (distributors e-
ventually had to give them away) and prefered to
run short second features or a serial. There just
wasn't enough money left in distributing the Pup-
petoons.

Pal too had begun to set his sights on other
areas of film production. Throughout the war
years Paramount had given Pal a free hand to ex-
periment with more flexible materials out of
which to build his puppets. At one time or another
he had worked with rubber and clay, malleable
plastics and aluminum, and even magnetism. In
1944 the Academy of Motion Picture Arts and
Sciences had honored him with the presentation of
a plaque for "the developement of novel methods
and techniques in the production of short subjects
known as Puppetoons.” The freedom that Para-
mount had given him was time and money well
spent for the entire film industry benefited from
his work. This was particularly true of artists
and technicians responsible for special film ef-
fects, miniature construction, and glass matte
photography, all areas in which Pal became in-
creasingly interested and expert.

By the end of 1947 the last Pal Puppetoons had
been finished and were in release. And Pal him-
self, along with his Puppetoon characters, as if
to climax his nineteen years as an animator, ap-
peared briefly in George Marshall's Paramount
production of VARIETY GIRL.

Never a man to be idle or without some sort of
challenge, for the next two years Pal worked at
developing several possible properties for pro-
duction as feature films. One was an adaption of
Dostoevsky's CRIME AND PUNISHMENT from a
script by James O'Hanlon; another, the produc-
tion of a children's film based on the story of
Tom Thumb, from a script by Pal and his long
time associate Ladislaus Fodor. So convinced
was Pal of a need for a film like Tom Thumb,
that, even without the commitment of studioback-
ing, he stuck his neck out and comissioned the
writing of three songs for the proposed film. But
financing was not to be had, and Pal was forced
to shelve both of these projects.

Meanwhile, his production company had taken
on the responsibility of producing two educational
films for Shell Oil Company. Using the same
people he had utilized on his Puppetoons and Mad-
cap Models, Pal filmed BIRTH OF AN OIL FIELD
(1948) and PROSPECTING FOR PETROLEUM
(1949). The films had been the first and second of
a series that Shell was comissioning among sev=-
eral independent film makers.

Then in 1949 Pal finally obtained, from Eagle
Lion Films, the financial support needed to launch
a third project he had been developing, a film
called THE GREAT RUPERT.

THE CREAT PRODUCER

"Talk about good, cheap, 'family pictures:’
"The Great Rupert' is definitely one." wrote Bos-
ley Crowther in the New York Times. Pal's first
feature production was a delightful, unpretentious
comedy about a trained squirrel, Rupert of the ti-
tle, which finds a hidden cache of money in an old
house in which live a group of vaudvillians. Mr.
Amendola, played appealingly by Jimmy Durante,
is the recipient of the secreét wealtn and 'ne m turn
manages to make life a little better for those down
on their luck and a little more difficult for Mr.
Dingle (Frank Orth) their miserly landlord. Di-
rected by ex-actor Irving Pichel (perhaps best
remembered as an actor for his role as Fagin in
the 1933 version of OLIVER TWIST) from a script
by Laszlo Vadney, the plot was slight, but it had
just enough moments of madness for Durante to
be able to lace it with jokes and a couple of Dur-
ante songs. In strong supporting roles were



Queenie Smith as Mrs. Amendola, Terry Moore
and Tom Drake as the "inevitable romancers,”
and Jimmy Conlin as the trainer of the squirrel.
While many an audience believed the squirrel to
be real, it was in fact just another of George
Pal's animated puppets. The {ilm released by Ea-
gle-Lion in April, 1950, received good reviews
and an appreciative audience wherever it played,
and while some attendees might have associated
the name George Pal correctly with those "car-
toons™ of long ago, most could not place the name.
But within a month all that was to change,

COMMENTARY

Scanning the first half-century of film it is easy
to pick out the earliest and most successful pro-
ductions of the science fiction genre. Melies' A
TRIP TO THE MOON (1902) and THE IMPOSSI-
BLE VOYAGE (1904) are credited with being the
first. In 1910 Edison produced a rather farcical
A TRIP TO MARS and in 1919, Gaumont released
its production THE FIRST MEN IN THE MOON
based on H. G. Wells' novel. In the twentiesGer-
many provided the environment and the psyche for
such masterworks as Fritz Lang's METROPOLIS
(1927) and FRAU IM MOND (1929). During the
thirties the finest expression of science fiction
was Alexander Korda's exquisite production of H.
G. Wells' THINGS TO COME (1936). By 1940and
the Second World War (aptly predicted in THINGS
TO COME) movie audiences turned from the fan-
tastic and imaginative visions of space flight and
other worlds in serials like those of FLASHGOR-
DON (1936, 1938, 1940) and BUCK ROGERS (1939)
to the somber realities of a world gone mad.,

While the science fiction pulps continued to
publish some of the most exciting, prophetic, and
science oriented fiction, public interest in the
genre waned during the war years. Film studios
were too committed to the production of films that
would build morale, if not help win the war, by
depicting the humanity of individual battlefield and
homefront sacrifices and the determination of the
Allied Forces, to bother with science fiction. On-
ly a few serials like SPY SMASHER (1942), CAP-
TAIN AMERICA (1943), and THE PURPLE MON-
STER STRIKES (1945) maintained the thinnest of
links with their earlier inspirations.

But by 1950 a new generation was growingup in
a new age, the age of atomic bombs and guided
missiles. Spacecraft and space flight were no
longer just concepts and dreams, they were scien-
tific possibilities. Daily references in newspap-
ers, magazines, and the broadecast media to "fly-
Ing saucers," UFOs, V-2, Viking and Corporal
rocket experiments, created a tremendous inter-
est in and gave credibility to men of ideas and vi-
sion like Werner Von Braun. Willey Ley, Arthur
C. Clarke, Robert Heinlein, Isaac Asimov, and
Murray Leinster. For these were men who knew
where we were goingand could almost tell us when
we would get there!

It was perfect timing when, in 1949, Eagle-
Lion Films gave George Pal the money to produce
a film based on the juvenile novel Rocketship Gal-
ileo (1947) written by Robert Heinlein. Rocketship
Galileo, though wrapped in plenty of scientific
fact and probability, had a far fetched plot of
three teenage Tom Swifts who, with their scien-
tist-mentor, reach the moon in an atomie power=
ed rocketship only to discover the Nazis, with at-
omic bombs, had reached it first.

In reworking his plot into a sensible screen-
play, Heinlein, writing with James O'Hanlon and
Rip Van Ronkel, kept barely more than his main
character, Dr. Cargraves, and his original pre-
mise: that whoever controlled the moon could have
military control of the earth! The title too fell a-
way in favor of something a little more precise:
DESTINATION MOON,

At a remote test site in the southwestern des-
ert, an experimental military rocket, capable of
placing a satellite in orbit, plunges out of con-
trol to earth only moments after a successful 1ift-
off. With its destruction and failure (though sabo-
tage is suspected) go the government monies that
had funded its developement and momentarily the
hopes and expectations of its designer Dr.
Charles Cargraves (Warner Anderson) and its
military advocate, General Thayer (Tom Bowers).

Two years elapse. General Thayer, now out of the
military, approaches Jim Barnes (John Archer),
the builder of Cargraves satellite-rocket, with the
fantastic proposition of building a rocket that will
reach the moon! Persuaded by Thayver of its
possibility, when he learns of Cargraves' suc-
cessful atomic energy engine, Barnes agrees to
seek the financial and engineering support of Am-
erican industrialists. It is General Thaver's som-
ber and chilling statement that “"The first country
that can use the moon for the launching of mis-
siles will control the earth!" that convinces the
wizards of industry to commit their money and
talents to the project, The rocket is built, but as
time for testing its engine grows near, it be-
comes obvious that some unknown group seeks to
permanently delay the flight. Out of money, there
is no time for delays. With themselves as crew
and a substitute radar - radio operator named
Sweeney (Dick Wesson) (the original crewmem-
ber, Brown, is stricken with appendicitis), the
rocket, named Luna, blasts off literally under the
nose of a county sheriff trying to servethem a re-
straining order. Once in space, after surviving
tremendous G forces (no pressure suits were
thought to be necessary) and experiencing “space
sickness," the men settle into a quiet, reflective,
scientific mood. Tt is discovered, however, that
an antenna, needed for navigation, is stuck, be-
cause Sweeney greased it, and requires the men
to go outside and repair it. Once outside the ship,
Cargraves, while inspecting the tail assembly,
carelessly drifts off into space and has to be res-
cued by the ingenious Jim Barnes. Though they
nearly crash on the surface of the moon and use
up precious fuel maneuvering, the space pioneers
and all on earth are awed by their successful
landing. On the moon there are a few moments of
relaxed exploration and discovery before they
learn they are too heavy for the fuel remaining to
lift off the moon. They set about stripping their
oxygen, life-support system. With barely minutes
to the now=-or=never moment of lift off, they find
they are still 110 pounds too heavy. A childish
argument erupts as to who will sacrifice his life
for the others, while Sweeney, who didn't want to
€0 in the first place, slips out of the ship. Sween-
ey's sacrifice is enough to jolt Barnes into con-
ceiving the most complex and instantaneous re-
solution of a dilemma in the history of science
fiction films. Barnes radios to earth: "Hastings.
Hastings. We're coming home. All of us. You
won't hear from us again until you see us, I'm
junking the radio, That's all. Goodbye!" then
rips it out. The radio together with Sweeney's
spacesuit make up the required weight they need
to jettison. They manage to drop the suit by
means of a slow leak in the air lock that gives
Sweeney time to climb into the cabin, before the
airlock opens and the suit is drageed out by the
weight of an oxygen bottle. After a successful
liftoff, they coast all the way home. The end of
the beginning.

DESTINATION MOON opened in New York on
May 21, 1950 against stiff competition in films
like ALL THE KINGS MEN, CITY LIGHTS, THE
OUTLAW, and BICYCLE THIEF. But no matter
where it played the response was always the same
=--tremendous crowds, long lines, rave reviews.
Not only was it the first of the new breed of what
"Atlantic Monthly” called "sciencers,™ but it "put
forth an invitation to be taken semiseriously." In-
deed, some critics went as far as to sugpest that
DESTINATION MOON was a semi - documentary.
Richard Hodgen's writing in “Film Quarterly"
(Winter, 1959), even thought the film should be
included in the category of the educational film.

For a great many people, in the average au-
dience, it was an education in a real sense. The
validity of the scientific theory, possibility, and
fact that is depicted in the film can only be cred-
ited to the integrity and painstaking, time con-
suming research done by Pal and his production
staff,

Chief among Pal's collaborators were his
friend, Chesley Bonestell, the world reknown ar-
tist of deep space, Ernst Fegte the set designer,
and rocket expert Hermann Oberth who had once
been a technical advisor on Fritz Lang's FRAU
IM MOND (1929). The combined talents of these
three men were responsible for nearly 907 of the
film's immediate impact.

feature film production was

George Pal's first
THE GREAT RUPERT, a good, cheap, family
picture about a trained squirrel, Rupert of the ti-
tle, which finds a cache of hidden money in an old
house in which a group of vaudvillians live, Au-
diences, no doubt, believed Rupert to be the most
fantastic trained animal since Rin Tin Tin, but
had they been better acquainted with the film's
producer they would have realized that Rupert was
just another of Pal's finely detailed and well ani-
mated Puppets. Above, Jimmy Conlin shows Ru-
pert to Chick Chandler and his nidentified lady-
friend. Below, the principals of the film, Tom
Drake, Jimmy Durante, Terry Moore, and
Queenie Smith,

One element of their success and that of DES-
TINATION MOON was the availability of Techni-
color, The "Atlantic Monthly” noted that “color
gave a good popular conception of how such an ex-
perience might look." If it was a "popular con-
ception” it was one based mostly on the work of
Chesley Bonestell, which for years had been ap-
pearing in scientific journals, mass circulation
publications, exhibitions, and a number of treat-
ises on space exploration. Twenty years before
the reality of the Apollo lunar landings, Bone-
stell was rendering vivid, accurate, and pro-
phetic interpretations of the earth and moon as
seen from a spaceship mid-way to the moon. The
earth, with its sreen and brown continents set in
QAzUre sSeas, wis beautiful and beckoning as the
moon, starlight gray and crater pocked, was for-
boding. And there was an uncanny eerieness in
that endless, starred, black vacuum. Never had
color been used to evoke such strong feelings of
the unknown or suggested so well the courage of a
few dedicated men.

Complementing Bonestell's paintings was Feg-
te's interpretation of the surface of the moon as
cratered, but also uniquely fissured. It was as if
the moon's "seas' had literally once been seas,
but they had somehow boiled off and the moon's
mantle had dried out, cracked, and crevassed.
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TRVING PICHEL - Actor turned director. George
Pal selected Pichel to direct his first two feature
length productions for Eagle Lion Films, THE
GREAT RUPERT (1950) and DESTINATION MOON
(1950). As an actor, Pichel is best remembered
as Fagin in OLIVER TWIST (1933). He also had a
leading role in Universal's DRACULA'S DAUGHT-
ER (1936).

Though Apollo 11 certainly proved otherwise,
back in 1950 it seemed very right. As Set Design-
er Fegte also did a credible job in establishing the
reality of the conference rooms, offices, and
vorkshops where so much of the pre-launch story
takes place, and the interior cabin and airlock of
the rocket. Here again Pal was is accurate as the
data of that time allowed. As the spacesuits were
rendered in various bright colors for instant re-
cognition, in the ship's cabin, Fegte even had all
the visible piping and wiring color coded. But
there were a few embarrassing artifacts, suchas
the giant microphones used at the radio console
and a non-bolted stool. Though Pal made pood use
of forward and aft viewing television, most of the
sophisticated instrumentation aboard Luna looked
and performed like Army surplus.

Rocket design and rocket technology had come
a long way from Flash Gordon's fat, winged
sparkler. The Luna was an advanced interpreta-
tion of the German designed V-2, Prior to launch
it stood upright on the tips of its three "wings”
and was supported both by a roll-back gantr
a retractable jack. Landing on the moon was the
reverse of launching from the earth. Using man-
euvering rockets in the ships nose and tail as-
sembly, the pilot (Jim Barnes) maintained enough
downwird momentum and lifting thrust to pguide
the rocket to a landing site and ease her down on
her three wings. Once firmly on the moon, the
rocket's fourth leg, the hydraulic jack, was set
out, though it is never explained in the film just
what keeps the ship from falling over while the
jack reaches for the lunar surface. Though the
film ends before the Luna makes it safely back to
ecarth, we know that their return journey is a
cinch for, in the words of a tutor, "it is downhill
all the way."” Once inside the earth's atmosphere,
the rocket will be flown like a glider and then land
upright on its tail, eased down, at the proper al-
titude, by giant parachutes.

Pal had judzed the 1950 audience well. They
appreciated his attention to detail and realism and
they delighted in the healthy dose of facts, fig-
ures, and fanciful possibilities. They delighted
too in the entertaining manner in which Pal com-
municated the otherwise unpalitable words of wis-
dom.

One stroke of genius was Pal's utilization of a
film within a film, to explain basic, but deadly
boring, principles of space flight. Early in the
film Barnes pgathers together his industrialist
friends, the men whom he hopes to convinee that
investing in a rocket to the moon is as safe as in-
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vesting in the rise and fall of A, T. & T. Doubt-
ing the technical sophistication of these wizards
of the American cconomy (and the knowledge of
the average cinemagoer about space flight) Barnes
has prepared a cartoon film to illustrate how a
rocket works, how it can break away from the
carth's gravitational pull, reach the moon, and
return safely. As the conference room darkens
and the projector begins to chatter, we suddenly
hear an extraordinary, but familiar laugh. The
industrialists break into guffaws and we know we
are in for a treat, for it's Woody Woodpecker,

In the cartoon, the creation of Walter Lantz,
Woody wonders what makes a rocket lift off the
earth as "it has no propeller.” To illustrate the
principle that every action has an opposite but
equal reaction. Woody is given a shotgun to fire
down at the cround. Each blast sends him up high-
er and higher until he dissolves into the proposed
rocket. When he complains that the ship can’t land
because it has no "wings," the idea of a gentle,
parachute descent is explained. It is here too that
the idea of the return journey fromthe moon being
"downhill all the way" is voiced. Within minutes
Barnes has answered most of the technical ques-
tions in the minds of the audience. And not only
has Pal shown what is going to happen in the re=-
mainder of the film, he has generated tremendous
interest as well.

Pal found another valuable means of communi=
cating information to the audience in the very
composition of Luna's crew. Each member, sci-
entist, builder, military - political  philosopher,
adds richly to our understanding of the technology
and methodology of their voyage to the moon,
Hardly a single encounter between the men is not
used to verbalize some minute detail of construc=-
tion, pre=flight planning, o= prediction

It is not only what the characters say or do
that is important, but who they are, for they re-
present a mixture of simplified, super-American
identities. There is handsome Jim Barnes, the
young, agressive, ingenious acromautical engin-
cer and pilot; General Thaver, a middle-aged, ox
Army officer who possesses important politieal
insight and has demonstrated self=sacrifice in his
advocation of rocketry and his support of the Am-
erican ideal of peace in the world; Dr. Cargraves,
the dedicated lones, scientist and genius (uncon-
firmed), a man of foresight and accomplishment,
but with little recognition or voice: and Swe 3
the middle=class technician and Brooklyn stereo-
type, a lover of "beer, babes, and baseball,™
whose quips raise doubts as readily as they a-
muse, and whose questions stand-in for our own
and lead painlessly to remarkable answers.

In space, outside the ship to fix the radio an-
tenna which he mistakenly greased, Sweeney notes
that the ship doesn't seem to be moving. Dr.
C graves, taking his cue, is quick to point out,
“On the contrary, Sweeney, we're traveling at ap-
proximately 25,000 miles per hour.” Sweeney
leans toward the stars as if to feel the speed, then
quips, "Gee. 25,000 miles per hour and not even
a breeze!™ Cargraves then poes on to explain why
there's no breeze in space.

While all the characters are caracatures,
Sweeney plaved well by Dick Wesson who both re-
sembles and sounds like a reserved Jerry Lewis,
is the most sympathetic and likeable. He makes
mistakes, he expresses our anxieties and fears
of the unknown, he experiences “space sickness™
and in his arony we feel right at home, and he
makes us laugh. But at times his character slips
into embarrassment as when viewing earth from
space he thinks he can pick out the lightsof
Brooklyn or when in a quiet moment he brings out
a harmonica and begins to play or when on the
moon he asks Cargraves to take his picture for
the “goils” back home and Cargraves poses him
as if to be holding up the earth as a “"modern At-
las.”

The selection of competent, but uninspiring
actors in John Archer for Barnes, Warner Ander-
son for Cargraves, and Tom Powers for General
Thayer, added to the film's documentary qualities
by subjugating their humanity and performances
to overwhelming technology and special effects.
Powers rises above the others as being most hu-
man, while Anderson is cold as stone, even when
saying goodbye to his wife (Erin O'Brien Moore)
prior to the Luna's launch. No doubt some of the

THE
GREAT
PRODUCER - Pal

woodenness of the actors can be blamed on Irving
Pichel's arthritic direction, Pal's domineering
influence, or the script,

DESTINATION MOON manages to avoid almost
all dramatic conflict between characters. The on-
ly instance of a clash of ideals or purpose is when
the men argue over who will sacrifice their life,
by remaining on the moon, in order to save the
other three. The plot is hardly more than a ser-
ies of events strung together in progression add=
ing up to the accomplishment of a single objective:
to reach the moon. It is only the color, the con=
cepts, and the special effects that captivate, not
the who or the why. Within the first minutes of the
film a mystery is offered. Cargraves' "satellite
rocket” crashes and sabotage is suspected. Who
could the saboteur be and why? Still later, Gener-
al Thayer makes a passionate, but rational plea
to the industrialists for support of the rocket to
the moon for whoever controls the moon can con=
trol the world. He implies that there are “others™
in the race for the moon (obviously the Russians)
and that the United States had Detter cet there
first, Yet, nothing is done with the question of
siabotace or the theme of the race for the moon ,
not even after it becomes threateningly evident to
Barnes, Car s and Thayver that "someone” is
trying to stop them. And those who would prevent
the and the U,S, from reaching the moon, it is
implied, have infiltrated in povernment circles as
high as to be members of the Atomic Energy
Commision! Finally, the motive for reaching the
moon was really not so much for science and dis-
covery, but for political necessity with strong
overtones of "peace keeping” militarism.

DESTINATION MOON quickly side stepped
these agonizing questions and implications to con=
centrate on the technology of the feat. In doing so,
the film sacrificed the possibilities of dramatic
confrontation and resolution it set up and settled
for the simplicity of one=dimensional characters
and meanings. It is perhaps ironic that DESTINA-
TION MOON should, in its innocence, touch ever
s0 lightly upon the same motives that underscored
much of the American space program in the
1960s°.

With the stunning achievements of NASA and
particularly the Apollo program, it is impossible
to view DESTINATION MOON today without being
impressed by the uncanny prophecy of future e-
vents and experiences. The recovery of the LUNA
by parachute, though not in the film, is one ex-
ample.

Pal was cautious about portraying an event that
did not have a basis in known data or safe theory.
In blasting off from the earth without the benefit
of pressure suits, the four crew members of the
Luna are subjected to tremendous G forces, Their
faces distort, their mouths pulled wide and tight
across teeth, their eyes, barely kept open, voices
barely audible, and the sudden weight of their
limbs make it nearly impossible to reach the
rocket's controls, While this nicely worked mo-

* On September 12, 1962 President John F. Ken-
nedy said: "We set sail on this new sca (space)
because there is new knowledpe to be gained and
new rights to be won, and they must be won and
used for the progress of all people. For space
science, like nuclear science and all technology,
has no conscience. Whether it will become a force
for gooad or ill depends on man, and only if the
United States occupies a position of pre-eminence
can we help decide whether this new ocean will be
a sea of peace or a new, terrifying theater of
war. "

GEORGE PAL - Circa 1949, about to embark on a
new career of feature film production.
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DESTINATION
MOON
was a direction

space, millions and millions of stellar miles of
exploration and discovery, and recorded for all
time the names and deeds of the many saviors of
mankind.

The success of DESTINATION MOON was the
impetus for an unprecedentéd deluge of science
fiction films, Critics and audiences alike hoped
that these new releases would maintain the high
standards of quality production and scientific ac-
curiacy established by DESTINATION MOON.,

Kurt Neumann's ROCKETSHIP XM (Expedition
Moon) was first in release in 1950, having begun
production after DESTINATION MOON, but reach-
ing the theaters a month earlier. The persistent
story that there was a race between Pal and Neu=
mann has long been denied by Pal., ROCKETSHIP
XM. which had been shot in black and white, and
dealt with an expedition diverted from the moon
(pussibly because of story infringement) to Mars,
wis caught up in the hinancial wake of DESTINA-
TION MOON and made consid

There followed FLYING UCER (1950), 7
DAYS TO NOON (1950), MAN FROM PLANET X
(1951), FIVE (1951), LOST CONTINEN (1951)
and FLIGHT TO MARS (1 ) which, though not
without some entertaining virtues, were mainly
quickies, cheaply  melodramatic “sciencers,”
made and released to make a fast buck,

Others, although often well made and intelli-
gently thought out, such as THE THING (1951) and
the incredible and classic DAY THE EARTH
STOOD STILL (1951), which explored the possi=-
bilities of hostile interstellar life and the conse-
quences of agression, were released and booked
as "B
critic reaction proved otherwise.

able cash.

grade programmers until audience and

George Pal was not disturbed by his sudden
competition. He thrived on it, Now that he had a
very succeessful film, he had the ear of the studio
bosses and the men with money, He proceeded
with plans for two more scienee fiction films,

In 1934, while Pal, in Prague, was scarching
for an animation camera by which to photograph
his first independent film and launch himself on a
llywood, Cecil B, DeMille was
pense, extravagance,

new career, in He

reaching new
and populirity. To Paramount Pictures, with such
DeMille films as SQUAW MAN (1931), SIGN OF
THE CROSS (1932) and THIS DAY AND AGE (1933)
reaping in the coin at the box - office, DeMille's
name on a theater marque was svnonymous with
King Midas or perhaps the Goose that laid the
colden eges.

Whenever DeMille showed interest in a story
for filming, Paramount | rht it. That year De-
Mille was considering several such Paramount
acquisitions for his next production. In anticipa-
tion of its 1934 releases, the studio had prepared
a publicity book that forecast future productions.
Among them was WHEN WORLDS COLLIDE to be
directed by Cecil B. DeMille,

Paramount had purchased film rights to When
Worlds Collide as it was being serialized in Don=
ald Kennicott's "Blue Book™ magazine in 1932,
The story was the result of collaboration between
Edwin Balmer and Philip Wylie. Balmer at the
time was the editor of "Redbook™ magazine and
was considered by Kennicott a genius when it
came to plot and characterization, but inept and
unsileable as a writer. Balmer, an astronomy
enthusiast, had outlined the eyents of a2 story in
which two runaway planets enter our solar system
on a colission course with earth, and called it

LEFT: Sweeney's character sometimes slips into
embarrassment, as when on the moon he asks
Cargraves to take his picture for the “goils'” back
home and Cargraves positions his arm so it will
appear as if he is holding the earth in his hand.
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These Shall Not Die, The story had been given to
Wylie, whose short stories had appeared in ' Red-
book,”™ who in turn took it to friends at Cal Tech,
[or verification of the possibilities of the events
Balmer had conjectured, before writing it. Ken-
nicott had changed the title. It proved to be the
most popular and successful science fiction stary
"Blue Book” ever published and its readers de-
manded a sequel, After Worlds Collide,

Paramount had prepared a story outline and
scenirio for DeMille, but he finally turned it down
in favor of CLEOPATRA, For nearly twenty vears
then, the project sat on a shelf pathering the pro-
verbial dust.

In 1950 Pal had purchased from Paramount the
film rights to When Worlds Collide. He had in-
tended to seek independent financing and possibly
to release the film through Eagle-Lion, DESTI-
NATION MOON proved to be such i success, how=
ever, that Paramount reboucht the story from Pal
and offered him financial backing for it and future
projects if he would produce it,

Briefly, WHEN WORLDS COLLIDE tells the
story of Bellus and Zvra. runaway plancts, hur-
tline at a fantastic speed through space toward
carth. Dr. Hendron of the Cosmos Observatory
confirms the original findings of his astronomer
colleague, Dr. Bronson. Zvra, about the size of
carth and in orbit around Bellus, will shoot past
the carth at 1 PM on July 12th causing tremen-
dous world-wide destruction. Nincteen davs later
Bellus will collide destrovine the earth. The film
concentrates on the construction of an Ark of
Space by which Dr. Hendron and some forty peo=
ple hope to escape the earth and begin life anew
on Zyvra. Among the certified crew members are
Dr. Hendron's dauchter Jovee (Barbara Rush),
her two rival suitors Dave Randell (Richard Derr)
and Tony Drake (Peter Hanson), and Sydney Stan-
ton (John Hoyt), multi=millionaire, whose money
paid for the building of the Ark, Among the film's
highlights are the Ark itself, a sleck rocket, de-
sizned to be launched like 4 skier, obtaining carth
escape velocity from a mile-=long slide built be-

tween two mountains: the destruction and catas-
trophe wrousht by the close passing of Zyvra; the
ipe from earth, as it 1s being attacked
fivhting for life: the final collision of
and the landing of the survivors on

Wl

In a credible and faicly intellicent seript by
Svdney Bochm. Rudy Mate, the Polish born cam-
craman® turned director, had plenty of opportun-
ity to expand vpon the theme of how a few individ-
uils might respond to the end of the world, and
Pal, working with special effects expert, Gordon
Jennings, to indu in his love of puppetry, even
though the puppets were a rocketship, a tidal
wave, and a planet called earth.

Boehm, in tevinge to flesh out a plot, conde
and superficially lifted from a rither complex and
multifaceted novel,  set up two distinet lines of
dramatic conflict that develop  parallel to the
nuiin story. The first is the romantic triangle be-
tween Dr, Hendron's daughter, Jovee, her intend-
ed finacee, Dr. Tony Drake, and the interloper,
free living, pilot-courier, Dave Randell, The
second is the inevitable clash of good and evil of
ideals and purpose, between the dedicated Dr.
Hendron (Larey Keating) and the egocentric Syd-
ney Stanton,

It is an incredibly awkward and laveghable ro=-
mance that AMate has to work with, interrupting

nsoed

* PASSION OF JOAN OF ARC (1926), VAMPYR
(1931) and DANTE'S INFERNO (1935).

Sceenes {from DE VATION MOON. From top to
bottom: 1) While his coll es explore the sur-
face of the moon, Jim Barnes (John Archer), in
contact with the earth, gets the grim news that
their ship is too heavy to Lift off the moon with the
fucl remaining: 2) Strapped in to the controls of
Luna and ready for liftoff, above Jim Barnes and
General Thaver (Tom Bowers) and below Sweency
(Dick Wesson) and Dr. Cargraves (Warner Ander-
son);  3) Stripping the ship to bare essentials
tting rid of the useless “laund ' 4) Dr.
raves is about to drift off into space as he
aceidentally lifts his magnetic boots from the me=
tal surface of the

the flow of the story at times and perpetuating a
number of cliches, Yet, out of it comes thuse in-
stnces of motivation,  decision, and action that
pive meaning and flesh and blood to the charae-
ters, It bevins when Randell. on his way to deliv-
er to Dr. Herndon o mysterious black box con-
tainine Dr. Bronson's lindines, encounters, at the
airport, his escort, Jovee Hendron, He has been
pursucd from South Africa by 4 series of te
grams cach offering him a large sum of money to
reveal what is in the black box (he really doesn’t
know) and there at the airport he is finally ae-
«d by "Donovan of the Sentinel” with an offer
of §7,500, The accumulation of money has been
one of Randell's voals in lite, but now he has only
to look upon Jovee before replyving in opportunis=
tic character, "No thanks, I'm working on a bet=
ter offer.”™ His eve for Joyee, the challe «of
romantic conquest, and his own curiosity eventu-
ally save his life.

After meeting his rival, Tony, at Cosmos Ob-
servatory and, with the onnocent intervention of
Juvee, bluffing his way into the confidence of Dr.
Herndon's vroup of astronomers, Randell learns
(as we do) the fate of the world. That night in a
New York nightelub, Tony pressures Jovee toward
marriage so that "the time that is left should be
ours.” But Jovee has designs on Randell and per-
suides her father to find some excuse to keep him
there,

Hendron appoints Randell his personal assis-
tant, making him responsible, with the assistance
of ever present Jovee, for recruiting the best
workers and technicians possible for the moun-
tain camp where the Ark of Space is being con-
structed, Under the prosence of Randell, Joyee's
interest and past affection for Tony vanish., Upon
cach encounter with her former fiancee (he's the
medical officer at the construction site) she liter-
ally gives him the “cold shoulder.”™ And her ro-
mance with Randell turns out to be pretty much
one-sided. Nevertheless, she is persistent in her
pursuit of Randell, even to the point of rational-
izing his “contribution” to the possible new world
on Zvra to a degree of importance that excludes
him from the eventual lottery=-for=life. In an un-
puarded moment she blunders and reveals to Ran-
dell that she has her father's promise that he will
be on the Ark of Space,

Jovee's play for Randell ereates among the
participants dilemmas involving questions of mor-
ality, ethies, and the double-standard with which
cach individual character must come to grips. In
doing so WHEN WORLDS COLLIDE takes that one
siant step from being a mediocre story dressed
up with impressive special effects and design, as
wis DESTINATION MOON, to being a film of min-
or magnitude in which people, with their prob-
lems, outshine technology and machines.

The resolution of the dilemmas are perhaps
not entirely satisfving, but at least they seem
honest and in keeping with the characters as we
know them. Despite the easy road to Zyra that
Randell finds before him, and despite the fact that
he has demonstrated his opportunistic nature, he
still finds himself unable to ept the gift of life,
There is really no place for him aboard the Ark,
even though as a pilot he has teained himself to
flv the ship (the rocket is to be piloted by Dr.
Frey, Hendron's associate). And there is a ques-
tion of needed fuel reserves. His staying behind
will give the space ploneers a few more minutes
of flight in the atmosphere of Zyra. Though Ran-
dell has already been posted as a crew member,
when it comes time for the lottery he fakes taking
a lottery number, in effect, committing a symbol=
ic suicide. Score one for his sense of ethics,

Later. on the rocket pad and under the omin=
ous, moon -like Bellus approaching in the night
Dr. Hendron confronts Randell. In their con-
versation, Hendron  admits  that  his  selection
as a crew member was a selfish one, motivated
by a father's desire to ensure happiness for his
daughter, Throughout the film, Hendron has been
a most admirable character, strong willed, prod=
ing, pushing, and scaring people into supporting
his gamble for survival. He has been responsible
for many life and death decisions, and while he
has been a man of courage and moral strength,
his acceptance of a double standard, his one mo=-
ment of moral weakness, this flaw in his charact-
er, is a unique insight into the real man and re-
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flects pignantly his humanity.

Randell, however, is unconvinced of his own
importance by Hendron's eloquence. He realizes
that he is responsible for breaking up the intended
marriage between Joyce and Tony and he speaks
convincingly when he tells Hendron, "It's about
time I donated something to this setup. I won't be
needed. I hever have been." Score one for self-
awareness. But Randell is too likeable a charact-
er to perish in the collision of the worlds and un-
fortunately he is never given the chance to put his
personal resolution of his dilemma to the final
test.

It is Tony who intervenes on Randell's behalf.
Tony is not much more than a secondary charact-
er in the film, though his presence, for plot pur-
poses, is most important. What is most annoying
about Tony's character is his reaction to Randell
moving in on Joyce. For most of the {ilm he does
nothing and his one act of retribution is never ful-
ly realized.

There is a cold, unacted bitterness between the
two men that finally explodes a few days after the
destruction caused by Zyra's passing. Tony and
Randell are preparing to fly medical and food sup=
plies in the base's helicopter to small isolated
islands of survivors. They break into a heated ar-
gument and almost come to blows over who'll go.
Finally they cool their tempers, to get the job
done, and both go. Tony flying the chopper.

After viewing New York City inundated by the
sea (it is supposedly only five minutes by air from
the base camp) and making their delivery of need-
ed supplies, they spot a small boy trapped on the
roof of a floating house. Randell, dropping onto
the roof, gets the boy into the aircraft, and as he
turns to pick up the boy's belongings., Tony flies
off. For a long moment the chopper grows dis-
tant and one wonders, as Randell must, if Tony
has found the guts to leave Randell. But then
Tony circles back and picks up his uncontested
rival.

Like Dr. Hendron, Tony too is concerned with
Joyce's happiness, even if he is not a part of it.
In the final showdown, he has no moral qualms i
bout concocting a series of lies about Dr Frey
"bad heart” and Frey's slim chance of surviving
the lift off, in order to convince Randell that his
purpose in being on the flight is an obvious one: to
be the backup pilot.

While Tony's lies are convincing, the scene,
which occurs on the bridge of the rocketship, be-
comes an embarrassment, for, as all too often in
Pal's films, in striving for that pseudo-Hollywood
sophistication, it tumbles into unintentional farce.
Eestatic at finding a legitimate reason for going
to Zyra, Randell leaves Tony at the controls,
dashes out of the ship to find and embrace Joyce,
while Tony watches with self-satisfaction via the
port tv camera. If that isn't enough, Tony then
turns and, like a misplaced character out of a
Gene Kelly musical, begins to whistle a bit of a
"love theme™ as he skips down the bridge ladder!

No such embarrassments or slipshod direction
oceur in the intense and compelling encounters
between Dr. Hendron and Sydney Stanton. In tight=
ly scripted and perfectly realized performances,
these all too brief clashes of personalities are
etched in the mind and long remembered as the
film's finest moments.

Ironically, in order to build his Ark of Space
and escape Doomsday, Dr. Hendron is forced to
seek large sums of money, the one thing on earth
that is truly worthless. It is doubly ironic when
one considers that he finally gets the money from
Sydney Stanton, one of the most worthless men on
earth.

Stanton is brilliantly brought to life by that
fine character actor, John Hoyt. Crippled and
confined to a wheelchair, Stanton has groveled
most of his life for the accumulation of personal
wealth and power. It is never known whether it is
his money or the misfortune of his crippled body
that has so warped the man, for he is dispicably
self-centered, domineering, and seething with
bitterness and cruelty (he verbally abuses and hu-
miliates his servant, Ferris, at every opportuni-
ty). With his money and power he has long had his
infantile way with the world. But when he seeks to
bargain for his life, on his terms, with Dr. Hen-
dron, he encounters a man whose life, dedica-
tion and view of the world is almost his opposite.

Not wanting to die and calculating "the percent-
ages,” "millions of theories,” Stanton agrees to
put up the money to finish the Ark of Space, but
only if he selects the survivors, Hendron is nei-
ther amused nor coerced by Stanton's threat, and
counters with a simple, straight-forward proposi-
tion: "Your money for your life.” Trapped, Stan-
ton angrily wheels toward the door to Hendron's
office, then turns, and with animal hate rising in
his voice rasps: "You know I can't refuse. Build
it!" When Stanton introduces rifles at the camp
for protection from “the mob,” which he predicts
will attack after Zyra passes earth, Hendron,
however, is caught in his own naive idealism when
he states: "People are more civilized than that.
They know only a handful can make the flight,*
And for once one has to agree with Stanton's point
of view: "You've been spending too muchtime with
the stars!" Unfortunately, Stanton's brief solilo-
quy on “the law of the jungle” is all that remains
in WHEN WORLDS COLLIDE of a major dramatic
theme in the original novel. There, under the ap-
proach of doomsday, civilization collapses and
men battle savagely to save their lives.

In subsequent encounters, Stanton demon-
strates again and again, by word and action, a
calculating, cold indifference to the needs and
rights of other human beings. When the problem
of fuel reserves, by which the Ark will be able to
sustain a long glide path in Zyra's atmosphere,
becomes serious, Stanton suggests disposing of
"excess'” human cargo. Infuriated, Hendron cal-
culates that Stanton and his wheelchair weigh a-
bout 180 pounds, just what is needed for the extra
fuel. As they argue, Eddie Cummings, a techni-
cian, turns in his winning lottery number, elect-
ing to remain behind, because his girl friend (or
wife) has not been selected, and Stanton greedily
insists that that is their extra fuel. But before the
question can be resolved, Ferris, Stanton's em-
bittered servant, attempts to buy his life by fore=-
ing Hendron at gun point to give him Cummings’
number. Without warning, Stanton kills Ferris
with three shots from a hidden revolver. Though
Stanton's prediction of “dog eat dog” appears to
have been accurate, Hendron is determined ‘o
maintain his cool and in a gesture of faith, over
Stanton's protests, has Dr. Frey tell Cummings
that he and his girl friend are both going,

With Bellus looming fatally in the sky, the se-
lected forty survivors and remaining livestock
are put aboard the rocket. Only Dr. Hendron and
Svdney Stanton remain outside in the last mo-
ments, as the sky glows orange-red and, as
Stanton feared, the doomed workers futilly attack
the ship. It is the last act of dedication and sacri-
fice for Dr. Hendron, his last laugh on Stanton,
for he wheels the stunned, snake of a man away
from the gangplank and personally releases the
Ark on its mile long slide. And as the ship begins
to move, bullets ricocheting off its side, Stanton
rises from his wheelchair and on thin useless
legs, stumbles graspingly after it,

The parallels between WHEN WORLDS COL-
LIDE and the biblical story of Hoah and the great
flood, are too obvious to miss. The ship is con-
stantly referred to as the Ark of Space: animals
are penned at the base camp and taken aboard the
rocket "two by two,” Randell at one point makes a
verbal reference to his insignificance in s: ring,
“Noah would have turned down my application
fast,” and most of the world is destroyed, at Zy-
ra's passing, by a great flood. And, as if in hom-
age to the legendary Cecil B., just after the open-
ing credits, Pal inserts two scrolls each with a
biblical passage about Noah, backed by thunder,

Scenes from WHEN WORLDS COLLIDE. From
top to bottom: 1) Awaiting the start of the lottery
that will decide who will live and who will die are
Tony (Peter Hanson), Joyce (Barbara Rush) and
Dave Randell (Richard Derr); 2) The comparisons
with the biblical story of Noah are obvious, here
the Ark of Space is loaded two by two; 3) The first
dawn on a new world--Dave Randell and Joyce
Hendron; 4) Rudolph Mate was chosen by George
Pal to direct the film. Mate had begun his career
in motion pictures as a cameraman working on
such films as PASSION OF JOAN OF ARC (1926),
VAMPYR (1931), LILIOM (1933), and DANTE'S
INFERNO (1935).
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THE ARK OF SPACE
a Biblical paraphrase

lightening, and a heavenly chorus.

WHEN WORLDS COLLIDE reflects every pen-
ny of its $963,000 budget. Its superb cinematog-
raphy was accomplished by John F. Seitz in what
was advertised as "earth-shaking Technicolor."
Once again Pal made good use of Chesley Bone-
stell's talents in rendering the backgrounds for
the miniatures and the fiery skies with the runa-
way planets hurtling toward earth. Though a bit
soapy at times, Leith Stevens' music score com-
plemented dramatic incidents and romantic inter-
ludes. And because Stevens had also scored DES-
TINATION MOON, Pal was able to lift one se-
quence (of the computer at work) complete with
music phrase from the earlier film and use it in
WHEN WORLDS COLLIDE.

The passing by earth of the planet Zyra is the
impetus for the c ic sequence of uncontrolled
catastrophe on which the film's reputation has
long been based. In memory of the film, the world
seems to shake, erupt, and crumble endlessly.
but the sequence actually only lasts two minutes
and ten seconds! It seems much longer probably
because it is preceeded by an intelligently con-
ceived montage of world wide evacuations. Pal
presents these events as one might see them in a
theater newsreel or today, on television. Views of
airplanes loading women and children, to be
flown to high ground, are updated reminders of
English children being packed off to the country-
side during London's blitz. Picking up his religi-
ous "motif,"” Pal uses a "voice of doom™ announc-
er (Paul Frees) to comment on scenes of millions
of Muslims and Hindus praying and thousands
crowding St. Peter's Square in Rome. The "voice"
tells of "individual acts of heroism and sacrifice,"
of the evacuation of coastal cities (all with a hea-
venly chorus behind it) and finally speaks of New
York City: "Deserted, the once great city of New
York is a ghost town. 10 million mighty roaring
machines suddenly shut off, waiting for the ap-
proach of Zyra, the silence, an eerie foretelling
of the destruction to come at 1 PM the hour of--
Doom!"

As the scene shifts to Hendron, Stanton, and
the other main characters at the rocket site, a-
waiting the appointed time, the montage has cre-
ated tremendous audience anxiety and expectancy,
and for a moment there is a pause. One o'clock
passes and nothing happens. Infuriated, Stanton,
he of little faith, begins to go into a tantrum over
his "wasted millions,” and then there is rumbling
and the earth beneath them convulses. It is ac-
companied by the most horrifying sounds of metal
twisting and giving way, of steel beams being
pulled apart, rivets torn out of sockets, and in
those sounds one begins to realize that the Ark of
Space is breaking away! But before we can learn
the fate of the ship, we are into the mighty se-
quence of cosmic cataclysm.

Our sense of time is suspended as volcanoes
erupt and spew out lava; dams burst, swelling ri-
vers which sweep down canyons, bridges, houses,
trees, all objects in their paths; electric power
plants crumble in thousands of volts of fire works;
the earth splits and fires leap from the fissures;
ice shelf and arctic glacier cliffs break off and
thunder into the sea; and huge tidal waves roar
onto the continents and in their most destructive
mood, wipe out Times Square in New York City!

So impressive are these brief minutes of spe-
cial effects that not even the collision of the
worlds, viewed, regretfully, on the escaping
rocket's tv screen, was able to generate as much
edge-of-the-seat suspense. The beautifully built,
detailed miniatures of the Ark of Space and those

Scenes from WHEN WORLDS COLLIDE. Top left
and right, the Ark of Space under construction.
Bottom left, New York City after the deluge caus-
ed by the passing of the planet Zyra. Middle right,
the space ark takes off and, bottom right, makes
a soft belly landing on a snow capped glacier on a
new world.




Scenes from WHEN WORLDS COLLIDE. Top:
One of Chesley Bonestell's production sketches
for the film. Here he envisions the construction of
the space ark as the planets Zyra and Bellus loom
large in the sky. Middle: When the problem of fuel
reserves, by which the Ark will be able to sustain
a long glide path in Zyra's atmosphere, becomes
critical, Stanton (John Hoyt) suggests to Dr. Hen-
dron (Larry Keating) that "excess” human cargo
be disposed of. Bottom: Dr. Hendron and Sydney
Stanton discuss the chances of reaching the planet
Zyra. The encounters between Stanton and Dr.
Hendron are among the film's finest moments.
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used in the destruction of the world, were deserv-
ing of the Academy Award that they won for Para-
mount, Gordon Jennings, and his team.

WHEN WORLDS COLLIDE opened in New York
in February, 1952. Its competition, heading into
the 1951 Academy Award presentations, included
such leftovers as A PLACE IN THE SUN, RED
BADGE OF COURAGE, STRANGERS ON A TRAIN,
A STREETCAR NAMED DESIRE, and a musical,
AN AMERICAN IN PARIS.

Paramount and Pal had high hopes for the film.
The critics and reviewers found little to criticize
of the film's production values, but took great ex-
ception to the narrowness of the story. Bosley
Crowther, writing in the prestigious "New York
Times,” commented: "Most disturbing...is the
obvious indifference that is shown both toward and
on the part of the world's people that they have to
stay behind. Mr. Pal blithely neglects them to the
utter obscurity of doom."” "Time" magazine echo-
ed his criticism, and "Newsweek" almost dis-
missed the film with a review that concluded *...
a cosmic drama distinguished by an unusual a-
mount of flagrantly painted, pseudo-scenery and
no more than the usual science fiction foolish-
ness, "

While that statement misrepresents the filmin
total, in one respect "Newsweek™ did put its fing-
er on a legitimate criticism, for almost everyone
of some intelligence and maturity who has ever
seen WHEN WORLDS COLLIDE on a big theater
screen and in color has been disappointed and
shocked into boos and hisses by the film's cop out
ending.

After using up the fuel reserves, and falling
fast toward the surface of Zyra, Randell, piloting
the ship, glides the sleek rocket into a spectacu-
lar belly landing on a snow covered glacier in a
mountain valley. Down safely, the survivors of
earth are anxious to view their new, but perhaps
hostile world. So too the audience, where once a-
gain expectancy is high. Then as Randell and
Joyce stand waiting, the airlock of the rocket op-
ens and a warm yellowish glow fills the chamber.
The gangplank goes out and as the new pioneers
begin to descend to their liveable world, with
their animals and treasured belongings, the cam-
era Pans out the doorway to reveal lush green
fields, yellow blossoming trees, and a "first sun-
rise”--all "flagrantly painted, pseudo - scenery!"
In that last moment, the ultimate disappointment,
and all the sense of reality the film had created
and sustained shatters.

Though there had been films before describing,
to one degree or another, the destruction of the
world, THECOMET (1913), END OF THE WORLD
(1931), DELUGE (1933), Pal's WHEN WORLDS
COLLIDE grabbed the imagination and sense of
wonder of a new generation. It drew enthusiastic
crowds and reconfirmed the popularity of the sci-

ence fiction genre and particularly Pal's emi-
nence. In a real sense, WHEN WORLDS COL-
LIDE was but a warm-up for Pal and Jennings,
even before the film was in release, battle plans
were being drawn and imaginations tapped in pre-
paration for Pal's production of WAR OF THE
WORLDS.

COMMENTARY

Between 1953 and 1954, the cycle of science
fiction films, which DESTINATION MOON had
sparked, began to reach its peak output. Twenty-
seven features, documentaries, serials, and short
subjects were reported produced and released in
1953 alone. And curiously a strange and subtle
shift in emphasis had occurred. No longer were
the scientists and adventurers looking starward
and blasting off into the universe to discover al-
iens on other worlds, the aliens were coming to
us!

THE MAN FROM PLANET X, Klaatu and Gort,
and THE THING, of course, had arrived in 1951,
but now there was true invasion. Occasionally the
invaders were themselves earthbound as in THE
BEAST FROM 20,000 FATHOMS (1953) and INVA-
SION USA (1953). But mainly it was from the stars
they came, often without malice, as in IT CAME
FROM OUTER SPACE (1953), but usually with de-
tailed designs of conquest and colonization.

Mars, the fourth planet from our sun, had been
well named after the Roman god of war, for from
its surface were launched the most infamous
(though usually inept) attempts of conquest. There
had been, over some forty years, A MESSAGE
FROM MARS (1913), THE PURPLE MONSTER
STRIKES (1945), FLYING DISC MAN FROM MARS
(1950) and in 1953 a vanguard of bug eyed, mu-
tant, robot-like INVADERS FROM MARS. But no
chronicle of mankind's intrepid defense of his
earth has ever come close to the incredible reali-
zation of WAR OF THE WORLDS.

In an interview in the October, 1953 issue of
"Astounding Science Fiction,” George Pal said
that WAR OF THE WORLDS had been on his agen-
da, as a future project, since the day he had ar-
rived at Paramount Studios in 1951. WAR OF THE
WORLDS had been on someones agenda a lot long-
er than that.

In 1930, Sergei Eisenstein, the great Russian
film director, had indicated to friends, among
them, a young Ivor Montagu, that he would like to
go to Hollywood, where the sound film was in its
infancy, and to make a film there. But one just
didn't go to Hollywood, that was too obvious; one
played hard to get and waited for an invitation.
Montagu, a British born film writer and critic,
was to be the man, in essence, who promoted the
invitation for Eisenstein,

Montagu came from a monied family and as a
critic he moved in high literary circles and was
well acquainted with the luminaries of his time,
namely, George Bernard Shaw and H. G. Wells.

Shaw and Wells were familiar with Eisenstein's
proletariat and revolutionary films and agreed
with Montagu that the man should go to the United
States. Shaw offered Montagu an option on his
play "The Devil's Disciple'” and Wells an option
on War of the Worlds, by which to pursuade first
Hollywood and then Eisenstein, to "get him signed
up.

With letters of introduction, Montagu went to
Hollywood with the proposition. Unknown to him,
however, Wells had long before sold the rights to
War of the Worlds "to Paramount Pictures in per-
petuity” and had forgotten. It was, perhaps, for-
tunate, because Paramount was one of the few
studios interested in Eisenstein. Eventually, Jes-
se Lasky went to Paris, met the Russian director,
and persuaded him to come to Hollywood. Among
the projects Lasky offered Eisenstein was War of
the Worlds. But after Sergei had arrived and a
script had been prepared for its production, he
withdrew from the project and turned instead to
QUE VIVA MEXICO (1931), which was never to be
finished,

Pal's version of H. G. Well's classic 1898 no-
vel of an earthly invasion by conquering and col-
onizing Martians, began production in January
1952. His $2,000,000 budget had been carefully
sliced, like Christmas cake, into various por-
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WAR OF THE WORLDS began pro-
duction in January, 1952, At right,
the bustling studio sound stage
where crew and technicians are at-
tempting to represent a scene of
Martian destruction. At left, George
Pal (standing on the ladder and
wearing a crew cut), and director
Byron Haskin (standing above and
next to Pal), direct the filming from
a scaffolding. WAR OF THE
WORLDS was to be the beginning of
a long and fruitful relationship be-
tween Pal and Haskin.

tions of time, emphasis, and money, the big
piece being alotted to special photographic ef-
fects, which were estimated to be 707 of the film.
A forty day shooting schedule had been planned
for all of the live action sequences, both in the
studio and on location in Arizona. An additional
siXx months were to be spent on miniatures, some
process work, and meticulous optical effects.

There was no money in the budget for big name
stars and science fiction films had always prefer-
ed anonymity for its actors (the theory was that
unknowns added to the realism), so Pal had sign-
ed Gene Barry and Ann Robinson for the key
roles. Neither had had much film experience, but
Pal surrounded them with strong, talented, scene
stealing, character actors in the presence of Les
Tremayne, Sandro Giglio (from WHEN WORLDS
COLLIDE), Lewis Martin, Paul Frees (from
WHEN WORLDS COLLIDE), Ann Dodee, and the
voice of Sir Cedric Hardwicke.

The impressive production staff Pal assembled
included Byron Haskin as the film's director; ace
cinematographer George Barnes, behind the
Technicolor cameras; Gordon Jennings heading up
a five man Special Effects team; the WHEN
WORLDS COLLIDE art directors and set design-
ers, Hal Pereira and Albert Nozaki; and as a
special technical consultant and artist, Chesley
Bonestell. The monumental task before them was
simply to create a unique, menicing alien being,
invade the earth with unbeatable Martian ma-
chines and weaponry, and in ninety minutes de-
stroy half the planet; and make it look, feel, and
sound terrifyingly real to the tiniest detail of fact
and fantasy, WAR OF THE WORLDS was to be the
first film in a long and fruitful association be-
tween Pal and Haskin, and, regretfully, it was to
be the last triumph of genius for Gordon Jennings.

Wells' original story is set in the England of
the 1890s that he knew so well. And while, like
George Pal, he was a man of fantastic vision and
imagination, of almost obsessive attention to sci-
entific fact and detail, his novel was written and
set at a time when there were no airplanes, no
tanks, no A-bombs, no modern weapons of war-
fare or science, no mass communications, not
even the indispensible automobile. Pal realized
that a tremendous amount of modernization was
necessary for the story to be realistic and per-
sonal enough to appeal to a contemporary audi-
ence. He knew he could fill theaters with people
o with nuclear fission, force fields, radia-
tion, disentegrating rays, an audience well read
centuries into the future. For that, he aimed.

His "modernization” began with a shift of story
location from England to a valley in contemporary
Southern California, within hours of Los Angeles.
It was perhaps more a concession to budget than
to modernization. And while Wells, in order to
subtly comment on English society under stress,

had confined his Martian invasion to his island
home, Pal spread the war to the entire world.

Wells probably turned over in his grave when
Pal introduced a boy-girl romance which did not
exist in his novel, though he would have been
pleased with Pal's brief hint of a scientific salva-
tion of mankind, after the military fails to defeat
or contain the invaders.

The film begins with an unexpected, pre-
title introduction, which is often edited out from
present day theater and television showings. A
"voice of doom" (Paul Frees), describing man's
inhumanity to man and his centuries of earthbound
war, booms out over a thunderous beat of jungle-
like music, as on the screen black and white news
reel footage chronicles man's brutality. Finally
the voice rises to a feverish pitch to announce:
""And now comes=--The War of the Worlds!"™ And a
fireball explodes in Technicolor splendor into the
opening credits.

There follows one of the most memorable se-
quences in the film, the intelligent, stunningly ex-
ecuted, and hauntingly read Prologue:

"No one would have believed that human affairs
were being watched keenly and closely by intelli-
gences greater than man's and yet as mortal as
his own. No one gave a thought to other worlds of
space as sources of human danger. ,."

As Sir Cedric Hardwicke reads an adaption of the
opening paragraph of Wells' novel, we journey to
the planets, beautifully rendered by Chesley Bon-
estell and at times animated by special optical ef-
fects.

Venus was left out of the prologue, for what
really did scientists know about the surface of
that planet in 19527 Pal was taking few chances
with his reputation for authenticity, Minor facts
like the probable night temperature on Mars
seemed of great importance to him and were
carefully checked out by Bonestell, while glaring
discrepencies in the plot were ignored.

Byron Haskin introduces a boy - girl romance
immediately after the first meteor - like Martian
cylinder (we later learn it is a “mother ship"
guiding others down) streaks out of the night sky
to impact in an isolated canyon. Nearby, out on a
fishi trip, are four scienti from Paciflic
Tech, among them Clayton Forrester (Gene Bar-
ry). In the morning, while the others fly back to
the institute in Forrester's plane (it's important
to establish his capability to fly a plane), Forres-
ter drives over to the impact site to have a look at
the meteor.

As written by Barre Lyndon, the meeting be-
tween Forrester and Sylvia Van Buren (Ann Rob-
inson) is another moment of unintentional "Pal-
sian” farce. Forrester, unshaven, wearing thick
rimmed glasses, and in his fishing garb, literally

bumps into Sylvia when getting out of his car
Word has filtered down to her that the world re-
known astro-nuclear physicist, Clayton Forres-
ter, is to be there that morning. She has written
an M. A, thesis on famous scientists of the world
for her degree in Library Science, so as they
walk together toward the meteor crater, dreamy-
eyed, she speaks of Forrester, her hero, in
glowing terms. "He's number one in astro-phys-
& she tells her unrecognized companion. For-
rester is amused, though also annoyed at her fol-
lowing him. "He's not so good,” he tells her. “"Why
he made the cover of 'Time!"" she quickly coun-
ters and then asks, "Do you know him?" Unable
to lead her on much longer, Forrester points to
himself.

From that moment on they are inseperable,
Though Forrester is the true and dedicated scien-
tist, it is still the old, timeless story of boy
meets girl at meteor, boy and girl flee invaders,
boy loses girl, boy searches for girl while evad-
ing the invaders, and boy finds girl. When criti-
cized for this additional story line, Pal appologiz-
ed that "audiences want it."

Shortly after the Martians begin to land, a re-
ligious motif is briefly introduced. Sylvia's uncle,
Pastor Matthew Collins (Lewis Martin) is the
minister of the local church. After the Martians
have made their presence and their idea of friend-
ship known in the form of their obliterating heat
ray, the military moves in to try to contain them
by force of arms at the landing site. Pastor Col-
lins, a man whose heart and hand goes out to "all
God's creatures’ is abhored by the sight of tanks
and machine guns and hundreds of troops. Believ-
ing that no one has made a serious attempt to
communicate with the aliens or to show peaceful
intentions (he is obviously unaware of the fate of
the three deputy sheriffs) he moves across a fire
bleached no-man's-land toward the rising Martian
machines, to the utter horror of his niece and
those in the military command post. It is a terri-
fying moment, an act of courage and faith, mixed
with a large dose of stupidity. Holding his pocket
bible in his right hand, his hat in his left, Pastor
Collins recites the Lord's Prayer. Suddenly the
infamous heat ray on the Martian machine begins
to pulse, as the eerie sound of its energy rising
In a second, without warning, or a single indica-
tion of understanding, the Martains obliterate the
good man,

The story circles around to twice more touch
upon the religious motif, before the final inter-
vention of "God" at the climax of the film. Pastor
Collins is recalled in a poignant scene between
Sylvia and Forrester. They have escaped the
Martians and made their way to a deserted farm
house. There they find food and in one of the
quietest moments of the film, Sylvia recalls her
love for her uncle. As a little girl, she tells For-
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made from the tourists, while & mother poses her
two children in front of the hot mass. scolding
them into a smile, and preserving the moment
with a snap of a4 box camera, In another sequence
at the crater, a reporter (Paul Frees) is inter-
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noring the radio, a society party, a rural country
store (lifted out of WHEN WORLDS COLLIDE), a
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them the radio, a boxing arena, and then hack to
the reporter, each cut telling, more than wi
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society. Moments later the Martians attack with
their heat rav and the reporter, on the seene of a
world shattering event, finds himsell cut off from
his listeners with o broken micy
Much later, at the scene of the wenbing, the
same reporter 18 seen using a portable tipe re-
corder, When the Flving Wing nuikes it
there are cuts (o the surrounding nlls, wherd
hundred

tors

s,

ophone cable,

tppronte|

perhaps thousands, of curious specta-

have wathered for o climpse of ther  fate
Equally impressive are comments made durin:
the evicuation and subsequent looting of Los An-
reles. In o long line of evicuees a man piass
pushing a child s baby buy piled hich with pos-
sessions. while one of his feet is bare and the
other slippered: a car crosses the frame with a
thumpinge flat tire: an ice eream truck has over-
turned and a litle . his de and a stray cat
sit contented and unalarmed, weing themselves
once cream bars spilled into the street; a moth-
L Kitten among the stum-
coat o hospital, bed rid-
den patients are bemg carried down to waiting
ambulinces and a ball comes bouncing down the
front steps chased by a little girl with a broken
arm: and among the looters, o man is beaten up
when he tries to buy o ride on a truck with a suit-
case full of money: finally, when the Looter
tack Forrester and the trucks from Pacific T
they throw off and smash irreplacable  instru-
ments and unwittingly destroy the one chance left
inthe world to defeat the aliens and save their
own lives.

Shifting the location of the story allowed Pal to
use Los Angeles as a major The evacuation
was staged there, on minor city access roads and
portions of the freeways, with the cooperation of
police and coordination of local Cival Defense un=-
its.  Pal wanted to make sure he had all the latest
CD equipment and procedures for such an evacui-
tion. For those scenes he hired 900 extras, more
than hall with autos and trucks. And when a real
traffic accident created a monumental traffic jam
on the Hollywood Freeway, it is reported that Pal,
much like his counterparts a couple of generations
earlier, scrambled his camera crew and ruched
to the scene to document it newsreel style,

Another sequence called for Forrester to
search for Sylvia in a deserted city, peopled only
by looters, evacuation stragelers, and military
patrols. The scenes were shot at 5 A, M. in down=
town Los Angeles on a Sunday morning, The Los
Angeles Traffic Police kept all private vehicles
off the streets, while scenes of Forrester running
down the center of trash strewn boulevards were
shot. Once “in the can,” a legion of men, hidden
in doorways of buildings. rushed out and picked
up all the prop debris scattered for blocks intothe
distant background.

As special effects accounted for more than 70%
of the film's production budget and schedule, the
unique technical problems that Jennings and his
people had to solve, attracted considerable publi-
city. During production, “Colliers.” "Popular
Science,” and “Look™ all ran articles on WAR OF
THE WORLDS.

Whenever possible, Pal and his staff turned to
H. G. Wells for inspiration and insight into what
he had in mind for the Martian beings, their ma-
chines, and their weapons. Wells described the
Martian beings as:

e85

er cal 1s seen carrvin

bling feet of the mass

"A b

erevish rounded bulk, the size, perhaps,

of a bear, was rising wlv and painfully out of
the cylinder. As it bulged up and caught the light,
it glistened like wet leather, Two laree dark-=col-
ored eves were regarding me steadfastly, The
mass that framed them, the head of the thing, it
wias rounded and had, one might sav, a face.
There was a4 mouth under the eves, the lipless
brim of which quvered and panted convulsively.
A Lank tentacular appendage gripped the edge of
the exvlinder, another swaved in the air,”

From that description, Unit Art Director, Albert
Nozaki desicned o Martian that was octopus-like,
with an owversize head to hold an oversize brain,
ant three element eve, and supported by
long pulsating tentacles with three suction=cup
tipped fingers. Pal then hired Charles Gemora, a
sculpter, to build the creature, Gemora built the
creature oul of paper mache and sheet rubber,
making its floor leneth arms pulsate by using rub-
ber tubing expanded  with air by means of a
squecze bulbe As o final touch, he painted it
lobster red. The lecend s thit Gemora brought
the finished Marts
coat=-tree press, over to George Pal's studio of -
fice. Pal was pleased, When Gemora tried to lift
it off the press, for Pal to examine its innards, it
fell over him, After streugeling out from under it,
Pal was so impressed by the unplanned perform-
ance, that he hired the sculpter to play the part!

The purpose of the creature was to frighten the
audienee and not to be a scientific presentation
of 4 possible alien from Mars, The question of
how much of the Martian should be scen in the
film. was left for Pal to answer. He wiscly de-
cided that & hint of horror was better than an ex-
tended confrontation, So the Martian appears ful-
Iy only twice in the film; first when Svlvia catches
a glimpse of it lurking in bushes outside the farm
house: and second, when out of curiosity, it
creeps up on Sylvia,  frightening her out of her
wits, and Forrester reacts by striking it with a
hulk of an iron pipe. In a sense this eicht second
elimpse of the alien was a bit of poetic 1i
Wells had been careful to research data on Mars
and he had learned that any creatures from that
planet, transported to carth, would priactically be
immobilized by the earth’s sreater pravity, thus,
he had conceived their machines as a means tooet
about and conquer the world. For the sake of titi-
lation, Pal had exercised the option of fantasy.

Pal liked the idea of Wells' machines with their
stilt-like legs, but he thought an interplanetiry
machine in the mid-twentiecth century should be
powered by some force of ener alomic per-
haps, anti-gravitational, or even electrical. The
special effects unit worked on his ideas for over a
month before they produced a working model and
were ready to test it

They had built three manta ray shaped ma-
chines. 42 inches in diameter, out of copper so as
naintain ‘he reddish hue always identified with
Mars.” The machines were to appear to rest and
move on beams of electricity, To produce this ef-
feet, three pieces of thin wire had been extended
from the bottom of each machine in the positions
of the supposed legs, while they were actually
suspended by multiple wires from a dolly attached
to the studio rafters. Other es, from over-
head, jwere to feed one million volts of electricity
through the wire legs to the studio floor. A high
velocity fan blower was set up behind the "leps™
to blow sparks of electrical discharve down the
stave,

When Pal witnessed the first tests of these ma-
chines, he was extremely impressed by the ingen-

one
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Scenes from WAR OF THE WORLDS. 1) A publi-
city photo of Gene Barry and Ann Robinson that
aptly represents the quality of the film's dramatic
character: 2) Ashes to ashes, dust to dust--end of
a California welcome: 3) At the site of the meteor,
Gene Barry and Sheriff Henry Brandon discover
that invaders have arrived: 4) General Mann (Les
Tremayne), Svivia Van Buren (Ann Robinson) and
Clayton Forrester (Gene Barry) accept the fact
that the Martians can’t be stopped by atomic
bombs: 5) Los Angeles rioters and looters hijack
the Pacific Tech truck and destroy the irreplacab-
le scientific equipment that was their only salva-
tion,




If there is any recurring theme in Pal’s first
three science fiction fims, it is a confidence
in science and the individual to rise to the

challenge of crisis...

iousness of the desipners and builders: he loved
the effect, but came to realize that, with dust in
the air and with all the metal objects near the
models, the effeet could easily set the studio on
fire or possibly electrocute evervbody in it, Re-
luctantly the idea was quickly abandoned for a
saler, semi-invisible, optically produced, force
field support,

The maodel Martian machines when before the
camera on sets, stood about three feet off the
vround, suspended overhead by fifteen fine wires!
The wires not only supported the machines, but
as conceived carlier, they feed electricity to it
and signals which controlled the movements of
their cobra head death rav, This indeed was what
one described as “puppetry o onoa crand

scale,

The heat rav was by far the most terrifving
weiapon to be born of Wells™ imagination. In the
film it is used to horrifv. We first learn of
the frightening power of that pulsating rav when
the three townspeople deputized to cuard the me-
tear erater, unknowingly tey to approach the now
uncapped evlinder, its cobra head searching for
intruders, to welcome the aliens to California,
Suddenly, the screen fills with a closeup of the
red tipped heat rav, the light and color intensifyv-
ing, while there is heard an ominous and unfor-

cettable sound, that of enerey building up for the
strike. A few seconds Lter, incineration for the
three men. Now, we alone, for the moment at

know the death associated with that sound
and that searching cobra head. Thus, when For-
rester, the sheriff, and others approach the crat=
cr, shortly after the three deputies have been o-
bliterated, and still later, when Pastor Collins
seecks to make peace with the invaders, their je-
norance of the sudden death that looms above them
creates o moment of terror unmatched by any
views of monsters or destruction,

The cobra head was designed by Jennings., Be-
hind a red plastie tip he placed an incandescent
bulb. In front of the bulb he mounted a small fan,
so that when its blade spun it alternately blocked
and passed the light to the plastic tip. The spin-
ning blade created the effect of pulsation, while
light intensity was controlled by o rheostat,

The final touch on the Martian machines were
the inventive disintegrating ravs housed in the
wing tips of the eartheraft. The tips glowed preen
when activated and sent out globs of green colored
energy which struck men and tanks and howitzers,
and caused a change in atomic structure, reducing
them to non=existence. The process was quick and
seemingly painless, though quite a shock to the
recipients, The effect, a sudden glowing fog a=-
round the object or person fading into nothing was
created by using an optical matte.

For WAR OF THE WORLDS the Paramount art
department prepared over 4,000 celluloid cels for
muatte process photography. For example, in the
film Colonel Heffner (Vernon Rich), commanding
the forces [ighting to contain the Martians, is
caught in the green disintegrating He bright-
ens up like an X-rav picture, skull and bones,
clearly defined, and then fades to oblivion., One
hundred and forty matte cels were used to accom-

least,

plish that effect. Original tootace of the actor n
his death seene was projected onto the top ol an
aninution stand. From each frame a cel s inked
which is merely a black, opaque outhine of the ae-
tor's form. The cels, in exact registration over
the footage of the actor, are then photoveaphed by
an animation camera, The resulting black silhou-
ette of the actor allows for that portion of the tilm
to be reexposed. New cels are prepared of the ac-
tor's silhouette, only they
and of the Colonel’s skeleton,
to animate into nothin
nally, the black outlines of the
bined in an optical printer with the disintecration
effect and the scene backeround for the final com-
posite.

For the A -bomb sequence, Pal wanted to be
able to see the foree ficld the Martians use for
protection,  Special effects came up with a plastic
babble five feet in diameter. The Martian ma=
chines were first photographed alone on the set:
then the plastic bubble was  photographed in the
same position, with just enough b ieht to pive
it an outline., Finally, the atomi
photographed, a4 mushroom could of flash powder
that rafters, All
three images were then superimposed in the op-
tical printer for the final composite scene,

were of the
and werd
but scene backy
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explosion was

rose 75 feet into the sound sty

For WHEN WORLDS COLLIDE., Pal had re-
croated eight blocks of New York City, For WAR
OF THE WORLDS he created as many of Los An-

with the

down  thi
Many of
the structures took months to construct and stood
as high as six feet, And perhaps as an inside )
topping one building was a billboard,
throughout the whole holocaust, advertising a
Paramount release of a Bob Hope picture, For the
climax of the city Jennings bl a
replica of the Los Angeles city hall,  eight feet
high, set in charves of dyvnamite and blew the clay
model apart.

It was a great shock to all on the production
and an untimely loss to the film industey. when
Gordon Jennings suffered a heart attack and died
shortly after the film had been completed. As ev-
ervone had expected, it won a coveted Oscar for
its special effects

In its June, 1953 issue, "Sight and Sound, ™ the
British magazine of film criticism, observed that:
“"WAR OF THE WORLDS set out to alairm.” In-
deed it had, and it did so better than most re-
leases that year or since, It was a contributor to,
or perhaps merely a “victim® of, the shift in the
venre [rom scientific prophecy and the revelation
of man's emotions in fabricated monsters, visions
of hell, and the consequences of scientific heresy,
Critically what saved WAR OF THE WORLDS was
its tremendous production values,  As Bosley
Crowther pointed out in the New York Times, the
cast playved “second fiddle”™ to the Martian
chines and that people re "more likely to ad-
mire the film's machines than its men of
its death rayvs more than the dialogue.” WAR OF
THE WORLDS suffered from the same malady
which had plagued both DESTINATION MOON and

It was an incredible
Martian machines vliding
city streets destroving without

reles. sequence,
effortlessly

reason.,

unscithed

destruction,

=

scienees

Scenes from WAR OF THE WORLDS. The Martian War Machines., The models and special effects

resented 707 of the picture's production budget and won for it the coveted Academy Award [or special

effects. Opposite page, bottom.,

wisdom had put on the earth.”

Forrester, Sylvia. and a crowd of other stra
approiach one of the downed Martian machines, brought down by the tiniest creatures which

ling

acuees timidly

sod inhis



which had plagued both DESTINATION MOON and
WHEN WORLDS COLLIDE, a weak script and
mechanical acting. Perhaps there was an overall
sense of futility among the cast, considering their
scene stealing competition, which gave way to
melodramatic amateurism. Where as Irving Pi-
chel's direction of DESTINATION MOON had been
invisible, and Rudy Mate's of WHEN WORLDS
COLLIDE competent, Byron Haskin at least was
able to infuse WAR OF THE WORLDS with some
sense of filmic dynamics, chosing camer eles
which heightened emotions and frami tion like
Hawks or Ford (Haskin in films as a neriaman
since 1918, had for many years been head of War-
ner Bros special effects department, and had had
infrequent directing assignments since 1927).

"Sight and Sound” had also suggested in its ar=
ticle: “That the operation of natural laws rather
than scientific or military skill should halt the
Martians perhaps emphasizes a contemporary at-
titude: science cannot be trusted, it works for the
other side.” While that may be true of other sci-
ence fiction films of the period, I don't believe it
is true of WAR OF THE WORLDS. If there is any
recurring theme in Pal's first three science fie-
tion films, it is a confidence in science and the
individual to rise to the challenge of crisis and to
succeed where government or the military have
failed. In DESTINATION MOON it is private in-
dustry which builds the rocket and concerned in-
dividuals who reach the moon: in WHEN WORLDS
COLLIDE, again, it is a small group of dedicated
scientists and technicians, indifferent to criticism
and intollerant of complacency, who manage to
survive the world's end; and in WAR OF THE
WORLDS Duprey. Forrester, and the others were
on their way to discovering a defense against the
Martians (certainly with films like THE ANDRO-
MEDA STRAIN scientists have become prime
heros of the genre).

No today expects to be invaded by Martians
bat granting the premise of the film and recalling
the period in time in American society during
which it was produced and released, it was an at-
tractive possibility. Then, a vicious and unwanted
wiar in Korea was winding down to a “cold war"
truce: the Russians had our bomb, were menacing
Western Europe, and extending their influence
wherever possible across international borders:
the number of UFO sightings had increased a-
larmingly: we seemed to be surrounded by earth-
ly enemies and forces of change beyond our con-
trol. And when men of petty differences. political
and national rivalries, cannot find a “road to
peace,” what better way to unite them than to in-
troduce a third force, which becomes a common
enemy ? (Consider for a moment the present world
situation and the oft predicted political scenario
of an eventual US-USSR two punch showdown with
Red China). Basically, that was the real success
of WAR OF THE WORLDS. It unintentionally pro-
vided a menace to hiss greater than that which ex-
isted in reality and played up the comfortable fan-
tasy of a united world,

Beside that, WAR OF THE WORLDS, without
question, was an hell of an entertainment!

To Be Continued

( ™
Dennis 8. Johnson, a native Chicagoan,
graduated Northwestern University with a
Master of Arts degree in 1965, After pro-
ducing a documentary film on the Cival War
(SOME OF THE BOYS, 1965), he went on
active duty with the USAF. As motion pic=-
ture production officer, he spent four years
directing documentary teams on world-wide
assignments and served a vear in Vietnam
as Chiel of Air Force Combat Documenta-
tion. He presently is producing independent
films and has been signed as Production
Manager on a “first feature” for American
Media Productions, shooting this summer

in California. ..
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ESCAPE FROM
THE PLANET OF
THE APES

ESCAPE FROM THE PLANET OF THE APES A
20th Century Fox Picture. 5/71. In Panmn

and Color by DeLus minutes. An Ax
Jacobs (APJAC) Pr Directed by Don ”
lor. Written by Pat ‘] Dehn based
Pierre Boulle. A
Frank Capra, Jr. Direct of ph p
Biroe, A.S.C. Music by Jerry Golc IH':H. 1
edit Marion Rothman. Creative makeup design,
John Chambers. Unit production ma
cisco Day. Assistant director, Pepi Lenzi.
cifects, Howard A. Anderson
¢ Martin Smith and William
Walter M. Scott and
sion, Dan Strei-

.puel cl

racters
created by 3

er, Fran-

Spe-
cial photographie
Co, Art directors, .
Creber. Set
Stuart A. Reiss. M
peke. Makeup artist,

decorators,

veenees. Roddy MeDowall
Kim Hunter
Bradford Dillman
Natalie Trundy
............. ric Braeden
William Windom
... Sal Mineo

Albert Salmi
. Jason Evers
John Randolph
General Brody ......v000000..... Steve Roberts
\ulc Caphi: ae vesrsnarssss M. Emmet Walsh
Law . Roy E. Glenn, Sr
Cardinal Peter ]nlhln:

Cornelius , .
Zira
Dr. Lewis Dixon .

Dr. Stephanie Branton ..........
Dr. Otto Hasslein ..

The President

and
Ricardo Montalban as Armando

1s. It harks back, probably, to my
weening on the elassic Universal horror films,
the Frankensteins, the Mummys, the Draculas and
others too numerous to mention. When critics de-
sequels I wonder if they aren’t losing sight
fact that film is an entertainment medium,
and I wonder too, if they were as stuffy as kids as
they are as critics. It seems to me that they have
let an important part of their enjoyment of film
die when they come to regard the
tainment film as a low form.
on the sound reasoning that if you liked something
vou'd probably like it again and again, This
premise certainly holds true for me and probably
would for a lot more filmgoers if they could pre-
vent certain of their artistic prejudices from get-
ting in the way of their fun.

This is all in the way of leading up to sayving
that I like ESCAPE FROM THE PLANET OF THE

I love se

spise
of llll'

simple enter-
The sequel is based

onee,

APES very much, and I'm feeling defensive about
it. While critical reception of succeeding films in
the series has taken a complete turnabout after

having shown much enthusiasm for the first film
PLANET OF THE APES (1968), my interest has
wn with each new episode. I cannot think of any
fantasy film series that has evolved as dynamical-
ly or as inventively as these three films while

maintaining so convineingly a continuous and con-
sistent storyline. The key to my fascination in
these films is that they have evolved, and this,

28

wilderment at their being dis-
While they all subsist of
the same broad thematie character,
satirical examination of humankind, each

too, leads ., to
missed so offhandd :Il. i

my bey

consisting in

the couly

from ESCAPE FROM THE PLANET OF
THE APES now in release from 20th Century Fox.
Top: As a token of affection for Zira (Kim Hunter)
and Cornelius (Roddy MeDowall) and their baby
the circus owner (Ricardo Montalban) puts a med-
al around the babyv's neck. Bottom: Milo (Sal Min-
co), Zira, and Corne s be taken into custody
landing. The
4 science fiction saga of epic propor-

Scenes

after series now shows the promise
of becoming

tions.,

has done so on its own level; the first film, by u-
tilizing

by using

apes that act like humans: in the H.“.mi.
future man refined from the worst ele-
ur character to his ultimate and logical

ments «
absurdity: and in this new,
ing humans who act like apes, a clever reversal
of the motif of the original film. The
wver had additional films in mind during the pro-
duction of the first two segments (the third does
evidence overt planning for a followup), but in
making the sequels they wisely chose to extend
and further explore the concept of the original
film rather than repeat its formula. The
a rich mosaic that is beginning to
proportions by chronicling the downfall of
civilization in a saga that weaves
boundaries of both time and space. The arac-
ters of the original film have grown and developed
and new characters have been introduced along the
living and playing out their roles against the
larger story and passing on to leave it with its la-
1 back I:um ES-

and third film, by us-

produccrs

result is
assume epid
human
across the

vish interrelated histo

CAPE FROM THE PI OF THE / ives
one an excellent vants point to seec wh the
series has been i how well the pieces begin to

s some indication of where
CONQUEST OF THE PLANET OF THE APES, the
next in the series, should lead us.

The new film has Zira and Cornelius, the per-
chimpanzee characters of the first two
destruction of the earth in the
conclusion of the second film with a third ape Mi-
lo, a scientist who has revitalized Taylor's old
spaceship, Their journey follows the same bend in
time which had brought Taylor and Brent to the
future and brings them to modern day America.
The opening portions of the film are, necessarily
handled in a light vein as the apes acustom them-
selves to a totally alien culture, but even here
there are ominous undercurrents in the story
which gradually emerge to turn Cornelius and Zi-
ra's promising new life into tragedy. Zira's preg-
nancy naturally troubles Dr. Hasslein, scientific
advisor to the President, who sees it as the be-
ginning of a chain of nts that will lead to the

fit together, and giv

sonable
films, escape the

future ascendancy of the apes, and while he suc-
ceeds in destroying both Cornelius and Zira, their
baby, Milo, survives to plague future generations
If CONQUEST OF THE PLANET OF THE APES
can fulfill the promise of the earlier films, it will

ape eivilization and its
eventual predominance over mankind.
a fascinating question: will

» on to show the rise of

This raises

baby Milo be the

cause of the reversal of the natural order, or,
having his origins in the future, will he somehow
change the course of history so as to avoid emnity

between apes and man and the destruction
of earth?

Don Taylor has directed the screenplay's very
difficult turnabout in mood, from comedy to trag-
edy, smoothly and with a gradual ease that evens
out the impact of
the concluding portion. Hovw er, the chief credit
for the success of this film and the entire series
must go to Paul Dehn, the
quels, who has so imaginatively expanded the ori-

future

harsh contrasts yvet deepens the

scripter of both se

ginal concept until it has gone full circle, [rom
the future into the present and now promises to
lead us back into the future again for its, we hope,
fantastic conclusion. What we have here is not

just three seperate films, but one great work that
promise of being the first epic of filmed
science fiction,

has the

Frederick 8. Clarke



SCARS OF
DRACULA

SCARS OF DRACULA An American Continental
Films (Levitt-Pickman) Release. 12/70, In Tech-
nicolor. 94 minutes, A Hammer Films Production
for Anglo EMI. Produced by Aida Young, Directed
by Roy Ward Baker. Screenplay by John Elder.
Director of photography, Moray Grant. Music by
James Bernard, No other credits available.

Dracula - Christopher Lee

Simon ....... S Dennis Waterman
Sarah ..ottt i i, Jenny Hanley
Polil ..oosvauminm g Christopher Matthews
TUBER 5 v sowme on i s Anoushka Hempel
Klove . ..ciiinvnnreannnnaass Patrick Troughton
Barmaid ........ PR Wendy Hamilton
Pretre ..ooviininnnvrninnnnnans Michael Gwynn

THE SCARS OF DRACULA, newest in a seem-
ingly endless series of Hammer adaptations of
Stoker's char 'rs and situations, is an attempt
to lift the series, in plot and style, above some of
its current handicaps. In the last two efforts, the
central character of Dracula was far from the
center of activity, Screenwriter John Elder in-
Jected sub-plots alluding to Dracula involving him
with the affairs and romances of young people and
the plotting was singularly stiff and obvious. Not
only were the stories lacking entirely in any form
of intricacy, but there were no confrontations of
opposing elements of good and evil (clements
which made most of the better Hammer films what
they were) and we doubt whether the Dracula as
Hammer originally presented him (ditto Dr.
Frankenstein) would ever become involved in such
nonsense. To top it all off, usually the "heroes’
were either annoying, as Barry Andrews in
DRACULA HAS RISEN FROM THE GRAVE, or
engaged in foolish subplots,

SCARS OF DRACULA is, at least, an attempt
at returning to form. The series has reintroduced
Klove, made Dracula a more vital character ;
dispensed with the ludicrous subplotting. It's
er really established just how Dracula escapedhis
fate in the previous film, but it's not particularly
important. Paul (Christopher Matthews) is invited
into Castle Dracula by the lovely Tania (Anoushka
Hemple) after being spirited there by a driver-
less carriage. Dracula offers Paul a bed and Tan-
ia offers Paul some nocturnal activities. Dracula
is decidedly miffed and both are eventually mur-
dered. Sarah (Jenny Hanley) and Simon (Dennis
Waterman), Paul's girlfriend and brother respec-
tively, trace Paul's activities and finally enlist
the aid of a village priest to end the horror.

Roy Ward Baker's direction is not as atmos-
pheric as it was in, say, THE VAMPIRE LOV-
ERS, and the film suffers from cheap set design
and the obvious low budget. Christopher Lee re-
gains some of his carlier force as Dracula and
aids the film immeasurably. Jenny Hanley, re-
cently voted the sexiest girl in the world by a Bri=-
tish newspaper is a surprisingly able young act-
ress. The supporting performances are, in fact,
worth noting this time out--for a change-=partic-
ularly Dennis Waterman as Simon. Anoushka
Hemple is fetching and sultry as Dracula's mis-
tress,

I would very much like to see a dynamic Drac-
ula such as the character presented in the first
two films of the series, combined with astute
plotting, a solid good/evil conflict and care in
production, Meanwhile, SCARS OF DRACULA is,
for all its flaws, a step in the right direction.

John R. Duvoli

Scenes from SCARSOF DRACULA in release from
Continental Films. Top: Christopher Lee regains
some of his earlier force as Dracula, Middle:
Innkeeper Michael Ripper sees his daughter car-
ried in, the victim of Dracula. Bottom: Jenny
Hanley is threatened by Dracula in bat form.
Dracula had traditionally been unable to trans-
form himself into bat form in the previous Ham-
mer films.




HORROR
OF
FRANKENSTEIN

HORROR OF FRANKENSTEIN An American Con-
tinental Films (Levitt-Pickman) Release. 12/70.
In Technicolor. 94 minutes. A Hammer Films
Production for Anglo EMI. Produced and directed
by Jimmy Sangster. Screenplay by Jimmy Sang-
ster and Jeremy Burnham. No other credits a-
vailable.

Victor Frankenstein ............... Ralph Bates
ALYE i nnmis s mmere e Kate O'Mara
Elizabeth .................... Veronica Carlson
Grave-Robber ................... Dennis Price

HIB WHR s ivmmmmnconnos To41 Rice
Wilhelm . ..coveevinvaasiiveies: Graham James
Monster ......................... Dave Prowse

Elizabeth's Father ............. Bernard Archer

Hammer's current entry in their Frankenstein
series, THE HORROR OF FRANKENSTEIN, in
very limited release through American Continen-
tal Films since December, might better have been
called "The Ribald Adventures of Frankenstein."
In a complete departure from their earlier en-
tries, this new film is laced with thinly veiled
humor and penetrating self-satire while maintain-
ing a mock seriousness to keep up appearances as
the horror film it is supposed to be.

One immediately notes the absence of Peter
Cushing from the title role but never has time or
cause for lamentation. Ralph Bates makes a very
strong impression as young Frankenstein, in a
role which Cushing, because of his advancing
years, would have been totally unsuited for. Bates
retains the same cold, calculating, amoral and
opportunistic attitude toward human life and well
being for the sake of scientific advancement and
his own experimentation, that has made Cushing's
Frankenstein so intriguingly evil. The new series
format also allows us to see how these same atti-
tudes carry over into Frankenstein's everyday
life, allowing for a great deal of character devel-
opment that had never been possible in any of the
previous films. The somewhat surprising outcome
is that Frankenstein is only another guise for the
same anti-hero that has been fascinating movie
audiences since the advent of James Bond and
Clint Eastwood's "The Man With No Name," a
strong, spirited, ego-centered character that
uses and deftly controls people for his own ends.

The film is essentially a re-make of Hammer's
first Frankenstein film, THE CURSE OF FRANK-
ENSTEIN (1957). Ralph Bates is a young, some-
what perverse, schoolboy Frankenstein, We join
him during his prep school days, trying to conive
funds from his tightwad father by bringing up the
latter's lechery with the chambermaid. Later we
see him heading off into the woods with a busty
young girl as he tells his classmates he's study-

Scenes from THE HORROR OF FRANKENSTEIN
in release from Continental Films. Top: The
graverobber's wife (Joan Rice) goes searching for
her murdered husband only to encounter the mon-
ster (Dave Prowse). Middle Left: Frankenstein
brings in some bundles for his friend and assis-
tant (Graham James). Middle Right: Ralph Bates,
who Hammer is grooming as their new horror
star. Bottom: Frankenstein chains up his creation
while it lies unconscious.



ing anatomy (“fascinating subject, fascinating, "),
Young Frankenstein s00n goes to university, to
become a medical student, learning the myster-
les of life and death, and begins to undertake eso-
teric experiments, like wiring up a cadaverous
hand to obscenely flex its middle finger on elec-
tric cue. It is at the end of the school term that
his father passes away, leaving him a title and
great wealth, deciding him to return again to his
ancestral home with a friend to better delve into
his peculiar scientific interests. The result js
the creation of his "monster” in a reche rche par-
ody that borders on genius. -

The man who has tampered with the sanctity of
the Frankenstein horror formula is Jimmy Sang-
ster, the film's producer and director. who also
co-authored its screenplay, and who is therefore
chiefly responsible for the film's rare wit and hu-
mor. No one has earned the right to mock the
passe horror film cliches more than Sangster,
who initiated most of them when they were innova-
tions back in Hammer Film ' heyday by writing
HORROR OF DRACULA, THE CURSE OF FRANK-
ENSTEIN, BRIDES OF DRACULA and most of the
better early Hammer films. The triumph of HOR-
ROR OF FRANKENSTEIN is that it is a horror
film despite all its comedy. It tecters tantalizing-
Iy on the brink of comedy and satire without ever
falling in completely for the cheap laugh, ala AB-
BOTT & COSTELLO MEET FRANKENSTEIN. It
has that quality of British cinematic humor which
derives from the juxtaposition of the serious and
the absurd, of which the films of Alec Guiness,
Peter Sellars and director Bryvan Forbes are
classic examples,

Sangster constructs the standard horror film
scene with the apparant dead earnest required of
the genre, but then often twists the entire meaning
of the scene with some subtle nuance, phrase or
action to play it for humor rather than horror,
After bringing his monster to life, the creature
lumbers off the operating table and haltingly ad-
vances on Frankenstein, a arotesque anatomical
assemblage. Bates mugs the camera with a choice
facial expression which seems to say, "Hm. not
quite what T expected.” Here we have the classic
horror scene, the creator confronted by his mon-
strous creation. We recall Colin Clive's mad rav-
Ings in the original FRANKENSTEIN ("It's alive,
it's alive!"), and Peter Cushing's first horrific en-
counter with Christopher Lee in THE CURSE OF
FRANKENSTEIN. Bates, somewhat nervously,
watches the oncoming monster and sayvs, "Hello,
my name is Victor Frankenstein,” and is about to
launch into an explanation of whal that means
when the obviously uncomprehending brute knocks
him unconscious and wanders away.

A pgreat deal of humor is derived from Bates'
one-up-manship as he uses, misuses and abuses
nearly all his fellow characters with Machiavelian
precision and impunity, Kate O'Mara (of the re-
cent. THE VAMPIRE LOVERS) plays  Franken-
stein’s housemaid whom he inherits as a bedmate
from his dear departed pater. Veronica Carlson
plays his childhood sweetheart, whose father he
murders to obtain a brain for the monster and
whom he later takes in as a cook and additional
paramour after she has been turned, penniless,
from her own home by creditors. Dennis Price
and Joan Rice add a nice comic touch as grave-
robbers who halt their work to break for tea and
crumpets, and who are disposed of by young
Frankenstein when they insist on delivering more
bodies than he requires. There is also his friend
Wilhelm (Graham James) who tries to dissuade
Frankenstein from continuing his mad experi-
ments by threatening to expose them, and who is
dissolved in a vat of acid for his troubles, Frank-
enstein frames his gardener are former bovhood
companion with the murders the monster has
committed. At the nexus of all this treachery,
deceit, murder and mayhem is Bates, cool and
unperturbed, sitting in the eyve of a storm as the
fury rages about him,

Audiences have been laughing at horror films
for years, now Sangster has produced one we can
laugh with. Rather than taking the humor as an
unwanted intrusion upon the integrity of the
genre, we should regard it as an innovative and
fascinating experiment, and one that has met with
very pleasing success,

Frederick S. Clarke

BLOOD ON
SATANS CLAW

~..one of the sleeper highlights
of the year.

BLOOD ON SATAN'S CLAW A Cannon Films Re-
lease. 4/71. In Color. 100 minutes, A Tigon Bri-
tish/Chilton Film Production. Executive produc-
er, Tony Tenser. Directed by Piers Haggard.
Produced by Peter Andrews and Malcolm Hey-
worth..Original screenplay by Robert Wynne Sim-,
mons with additional material by Piers Haggard.
Director of photography, Dick Bush. Art director,
Arnold Chapkis. Editor, Richard Best. Produc-
tion manager, Ron Jackson. Assistant director,
Stephen Christian, Camera operator, Dudley Lo-
vell, Music composed and conducted by Mare
Wilkinson,

The Judge ...
Angel Blake ...
Ralph Gower ..

veeeeee. Patrick Wymark
++++.. Linda Havden
«+s.. Barry Andrews
MACEATEL. o.o.. v e s e Michele Dotrice
Cathy Vespers . cevseenaea... Wendy Padbury
Reverend Fallowfield ... . ... ++«. Anthony Ainley
Ellen ........ «««.. Charlotte Mitchell
Rosalind Barton ............... Tamara Ustinov
Peter Edmonton . crvaseease. Simon Williams
Squire Middleton . ., . James Havter
The Doctor ......, . Howard Goorney

Isobel Banham .... . .. Avice Landon
Mark Vespers ....... e

.. Robin Davies

When 1971 is behind us, 1 hope I may be able
to point to this neat little witcheraft thriller as
one of the “'sleeper” highlights of the vear. I could
hardly have expected a film as literate as this
from the prolific but undistinguished Tony Tenser
whose films include THE SORCERERS, THE
VAMPIRE BEAST CRAVES BLOOD, INVASION
OF THE BODY STEALERS, HORROR HOUSE,
CRIMSON CULT and the unreleased science fic-
tion film ZETA ONE,

BLOOD ON SATAN'S CLAW is set in 18th cen-
tury England. A voung farmer finds a bone with
an eyve set in the middle which he promptly dubs 2
fiend and reports to the authorities. Soon after
this, the eve disappears but various villagers ci-
ther o mad or turn to murder, It evolves that the
buried remains were that of an ages - old demon
who. by preving upon the villagers and mitking use
of human sacrifices, intends (o regain full form
and power,

The opening scenes are Loveeraftian in struc-
ture. The setting is a quiet, placid little religious
community suddenly turned upside down by an unp-
fathomable supernatural disorder. The fact that
we never really understand the creation, nature
or form of the demon, his intent or the circum-
stances by which he controls his disciples, is at
once a flaw and strength of the film. We want to
understand fully what is happening and vet we
know that if these events were ever to actually
take place, we would probably understand far less
than the vague explanations  that screenwriter
Robert Wynne-Simmons offers.

In any event, the demon finds an ally in Angel
Blake (Linda Hayden) who leads the area's young
people in some pretty odd games. Her first vie-
tim is Mark Vespers (Robin Davies), a dimwitted
young man annoyed at “God's games” that the
voung people play. Angel promises a new rame
however, and it ends with Mark being hacked to )

death. Later, Angel leads the children in a sacri-  d S
fice. Cathy (Wendy Padbury), the area's resident 4 P
virgin, is abducted, raped, and sacrificed to the =
= » % Y
~ -y Y
Scenes from THE BLOOD ON SATAN'S CLAW in af T B RN S e

release from The Cannon Releasir Corp. 1: Lin-
da Hayden. 2: Patrick Wymark as "The Judge.* 3:
Linda Hayden attempts to corrupt Reverend Fal-
lowfield (Anthony Ainley). 4: Linda Havden pre-
pares Wendy Padbury for virgin sacriflice,




Scenes from LITTLE MURDERS in release from
20th Century Fox. Top: Patsy (Marcia Rodd) calls
her parents from a vandalized phone booth to tell
them she is poing to marry Alfred. Bottom: Al-
fred (Elliott Gould) informs Reverend Dupas (Don-
ald Sutherland) that he does not want God mention-
ed in his marriage ceremony. Right: Alfred re-
turns to the Newquist apartment, which is pro-
tected by special alarms and locks, with a bunch
of flowers and a rifle he has just purchased.

demon in a well
scene.

The activities of the voung people are well
filmed and have a certain flair (particularly the
closeups of the possessed Miss Hayden), There is
a flaw here in that many of the actors are obvi-
ously a bit older than their characters (with the
exception of Miss Padbury) but I can find the
structure and characterizations more palatable
than the injection of the youth sub=plots inr nt
Hammer films. There are no romantic sub=-plots
here. The young people are either the possessed
unwitting though not unwilling

constructed and photographed

or their victims,
pawns.
Eventually Miss Hayden's satanie intent turns
toward Rev. Fallowfield (Anthony Ainley) and she
attempts to seduce him. Here we have our first
injection of nudity. Miss Hayden strips for Mr.
Ainley, and while she may be an actress of only
routine capabilities, she is quite liberally endow-
ed physically. Mr. Ainley refuses her however,
and is promptly accused of attempted rape by
Miss Havden, All is straightened out though, when
a witness to a coven implicates the children and
the cult scatters and regathers deep in the woods.
By now cvents have reqehed their head and the
demon is about to regain its full power, The cli-
mitctic orgy sequence, where the Judge finally de-
feats Evil is well=filmed and there is a nude dance
by an unbilled young lady which is pretty nearly
worth the price of admission,
BLOOD ON SATAN'S CLAW does have its
vs. As previously noted, many of the actors
mature beyond the characters, and the per-
formances themselves are not particularly dis-
ished. Patrick Wymark is adequate as The
The film to become
hat memorable as there are no represen-
tatives of good and evil playing out a chess game
with human lives. The duel between Christopher
Lee and Charles Gray in THE DEVIL'S BRIDE is
the finest example of diverse power personified in
recent years and it is the tension of these en-
counters that made most of the better Hammer
films what they were (the first two Dracula films
particularly). As noted, Linda Hayden has other
than thespian qualities (her first film was a sex-
ploitation vehicle called BABY LOVE), but she
succeeds fully in her own v, and who can argue
with that? Barry Andrews, who spent most of
DRACULA HAS RIS FROM THE GRAVE run-
ning around is is acrobatic as ever. Michele Do-
though not as attractive as Miss Havyden,
turns in a good job, as does Tamara Ustinov as
the demon’s first victim. Wendy Padbury is an
able voung actress and does quite 1 as Cathy.
Anthony  Ainley (star of the unreleased voodoo
thriller NAKED EVIL) is adequate as Rev. Fal-
lowfield but his character is much too clicheic and
lifeless. How he could command respect and con-

ar

misses its chance

trol, even without demonic interference, is a bit
beyond me.
Director Piers Ha rd helmed BLOOD ON

SATAN'S CLAW with complete seriousness, as if
somchow the supernatural could in fact unleash
events beyond human comprehension. Rural Eng-
land settings are realistic, and Dick Bush's pho-
tography is a solid asset. Mr. Haggard, in lact,
wis an assistant to Lindsay Anderson, has an im-
pressive background in the English Theater, and
looks good as a directorial prospect, even though
this is only his second [ilm (the first, the title of
which is unknown, is America).
Marce Wilkinson's music score is impressive and
reminds one of the old THRILLER tele-series
music.

You really catch BLOOD ON SATAN'S
CLAW. Ignore the title and programmer status, [t

deserves to be seen,

unreleased in

must

John Duvoli
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LITTLE MURDERS

LITTLE MURDERS  20th Century Fox. 1/71. In
Color by DeLuxe. 110 minutes. Produced by Jack
Brodsky. Directed by Alan Arkin. Screenplay by
Jules Feiffer based on his play. Associate produ-
cer, Burtt Harris. Director of photography, Gor-
don Willis. Production design, Gene Rudolf. Cos-
tume designer, Albert Wolsky., Film edited by
Howard Kuperman. Music by Fred Kaz. Unit pro-
duction manager, Burtt Harris. Assistant direct-
or, Peter Scoppa. Script supervisor, Nicholas
Sparro. Camera operator, Michael Chapman.
Hair stylist, Philip Leto. Makeup, John Alese.
Property master, Joseph Caracciola,  Sound,
Chris N m,  Set decorator, Philip Smith.
Scenic artist, Stanley Cappicllo. Chief electrician
Dusty Wallace. Key prip, Bob Ward. Assistants
to the producer, Cis Corman and Bette Alofsin.

. ... Elliott Gould

....... Marcia Rodd
. ... Vincent Gardenia
Elizabeth Wilson
. Jon Korkes
.« John Randolph
Doris Roberts
.. Donald Sutherland
Lou Jacobi
. Alan Arkin

Alfred Chamberlain .
Patsy Newquist ., ...
Mr. Newquist ..
Mrs. Newquist ........
Kemny .voaees
Mr. Chamberlain ...
Mrs. Chamberlain ..
The Minister .......
The Judye

The film of Jules Feiffer's Little Murders is
something that uniquely touches the urban dweller.
To anvone who has ever lived in a large city, such
as New York, the picture of city life presented in
LITTLE MURDERS is really not all that far re-
moved from reality. What Feiffer has done is
push things a little further down the road in their
logical absurdity, He's taken many of the little ir-
ritations and combined them to create a night-
marishly funny portrait of New York living=lights
going out during dinner without anvone taking no-
tice, dialing the police emergency number and
being put on hold, phone calls that usually turn
out to be somebody breathing heavily on the other
end of the line=-little things like that.

The entire film carries a note of barely con-
tained hvsteria which surfaces now and then in
full force, How one faces the terrors that the city
inflicts on its inhabitants is given two points of
view in the film's protagonists. Alfred Chamber-
Lain (Elliott Gould), a self = admitted “apathist,”

submitting to whatever
Patsy Newquist {(Marcia
Rodd), on the other hand, faces life with a smile
on her face and a song in her heart. Falling in
love with Alfred, Patsy spends most of her time
trying to crack Alfred's catatonic state which is
his way of surviving the rigors of day-to-day liv-
ing.

Along the way we meet Patsy's family--father
(Vincent Gardenia), mother (Elizabeth Wilson),
and younger brother, Kenny (John Korkes). They
are another example of easily recognizable and
frighteningly familiar family types pushed to their
absurd extreme. The scene of Patsy bringing Al-
fred home to meet the folks is funny in so many
wiys it takes you a while to realize that you've
actually been through something like this your-
self. That after dinner funk where everybody sits
around in dumb silence, trying to think of some
way to start a conversition, is perfectly captured.

Eventually, Alfred and Patsy are married by a
“with=it" minister who has let moral reletivism
o to his head. The film takes a dark turn when
Patsy, just having gotten Alfred to the point where
he is beginning to feel again, is killed by a snip-
er's bullet, The climax, which has Mr, Newquist,
Alfred, and Ke at people on the street
from their living room window, seems al cal
extension of the paranoia rampant among urban
dwellers.

Neophyte director Alan Arkin does a fine job
in bringing Feiffer's black comedy to the sereen.
While not overly cinematic, the film comes a-
cross as more than a photographed stage play.
The acting is superb with Arkin getting a real en-
semble feel from his players. Gould's Alfred is
the best thing he's done since MASH. Marcia Rodd
makes an auspicious film debut as the sunny Pat=-
sy. The entire "Newquist family” is a joy to
watch. Elizabeth Wilson as the mother is beyvond
words, whether proudly showing Alfred a photo
album of “Patsy's dead brother” or calmly re-
marking after the climactie sniping, "it sure is
nice to hear my family laughing again.” Director
Arkin turns in a neat cameo as a harried, neurot-
ic police detective. One of the highspots of the
film is Donald Sutherland's [reaked=out minister.

If the film has any fault, it is that all the char-
acters have been allowed one "big scene,” al-
though they are admittedly very well written. In
the last analysis the film has little to carp about
and is largely suceessful in dealing with some of
our deepest social hang-ups.

goes through life meekly
the city throws at him.

v shooti

Mark Stevens



Scenes from THE CAT O'NINE TAILS, now in re-
lease from National General Pictures. Top: Re-
porter James Franciscus and blind professional
crossword puzzle solver Karl Malden agree to
work together to unravel a mysterious murder.
Bottom: Catherine Spaak is one of their prime

suspects.

Following Dario Argento's great success with
THE BIRD WITH THE CRYSTAL PLUMAGE, one
hoped the young European director, newly wrap-
ped in the mantle of "Italy's Alfred Hitcheock,”™
would ereate a new thriller to rival, and perhaps
surpass, his initial effort.

Unfortunately, with the resources at hand, Ar-
gento evidently thought improving the product
meant making it bigger, though not necessarily
better. The result is THE CAT O'NINE TAILS, a
long, rambling horror movie which, despite a few
moderately exciting moments, never justifies the
running time of almost two hours.,

Gilted with two first=string performers of
James Franciscus and Karl
Malden--director nto uses them less effect-
ively than he did Tony Musante and Enrico Maria
Salerno in PLUMAGE. Catherine Spaak is also on
view to little purpose, but in all fairness, no di-
rector has been able to exhibit her supposed tal-
ents to maximum potential,

The whodunit plot centers around a Roman in=-
stitute dedicated to investigating the determining
the extent of the criminal factor in persons with
abnormal chromosomes. The unseen killer, evi-
dently, has an XY factor which drives him, or
her, to brutally murder the staff members who
discover this imbalance,

Malden, as a blind ex-reporter who works
crossword puzzles in his spare time, teams with
Franciscus, a erackerjack Rome journalist, to
triack down the killer, and the trail leads straicht
to the doorstep of Miss Spaak, the indolent
daughter of the institute chief. During the course
of the sleuthing. the director has an opportunity to
ilation high speed car chase, and to
Franciscus a trendy visit to a gay bar
where, to Argento’s credit, he displays a little
more taste in his handling of the situation than
some other directors.

Prior to each murder the maniacle killer is
represented by a tight eloseup of one eve, and
then the film shifts to a methodical, point-of-
view camera movement which makes the stalking
scenes gripping to watch, But the killings, them-

some prominence

THE CAT
O'NINE TAILS

THE CAT O'NINE TAILS A National General Pic-
tures Release. 5/71. In Technicolor and Techni-
scope, 112 minutes. Produced by Salcatore Ar-
gento for Seda Spettacoli S. P.A. (Rome), Terra
Filmkunst (Berlin) and Labrador Films (Paris),
Directed by Dario Argento. Screenplay by Dario
Argento based on an original story by Dario Ar-
gento, Luigi Collo and Dardano Sacchetti. Artdi-
rector and wardrobe designer, Carlo Leva. As-
sistant director, Roberto Pariante. Music by En=-
nio Morricone, Conducted by Bruno Nicolai. Edit=
ed by Franco Fraticelli. Production manager, An-
gelo lacono, Director of photography, Erico Men-
czer. Catherine Spaak’s dr s by LucaSabatel-
li. Sound effects, Luciano Anzellotti. Titles and
optical effects, Luciano Vittori.

FEANEO ALND . v viewinsammmns s Karl Malden
Carlo Giordani ........... ... James Franciscus
Anna Terzi ........ tessenasa. Catherine Spaak
Lor] ciiam et e e Cinzia De Carolis
Dr. Calabresi ......... e o [ [ iero
Cameraman Righetto ... ........ Vittorio Congia

Police Superintendent Spimi ., Pier Paolo Capponi
Morsella .... Corrado Olnii
Profegsor Tersl oo «v.. Tino Carraro
o N 070 | (I Aldo Reggiani
Dr. Braun ......... Horst Frank
Dr. Mombelli .. Emilio Marchesini
Dr. E880N :iiisanans +«+.. Tom Felleghy
Bianca Merusi x . Rada Rassimov
1 T ) [ ... Werner Pochet

indulge in an ugly, lip-smacking explicit-
s which moves the film from the realm of the
scary to the special provinee of the sick.

In his previous effort Argento demonstrated a
definite flair for sharply etching his colorful sec-
ondary characters. Here he fashions a momen-
tarily amusing bit involving a nervous cat burglar
who aids Franciscus in opening a strongbox, and
there is a sad, revealing moment when a well-
dressed informer confesses he is driven by homo-
sexual jealousy.

The principals, as stated previously, come
across as bland and blank-faced, with Franciscus
needlessly crippled with an Italien name, Carlo
Giordani, which ill-suits his all-American boy -
ishness. Miss Spaak, lovely in some kinky outfits,
exhibits the emotional range and statuesque stance
of a Barbie Doll, though she is gifted with the
film's best line. Confronted by Franciscus with
the revelation she is sleeping with her "adopted”
father. she replies, “So in your book, whore e-
quals liar equals murderer.”

In the final analysis THE CAT O'NINE TAILS
is a disappointment whose only enduring mystery
is just how does a blind man work those damn
crossword puzzles!

W

Robert L. Jerome

DAUGHTERS OF DARKNESS Released by Gemini
Releasing Corporation in association with Maron
Films Limited. 7/71. In Color. 87 minutes. A
Henry Lange Production. Produced by Paul Col-
let, Alain C. Guilleaume and Mava Films. Di-
rected by Harry Kumel. Screenplay by Pierre
Drouot, Harry Kumel and J, J. Amiel. Director
of photography, Edward Van Der Enden. Edited by
Gust Verschueren, Denis Bonan and Filma No-
veck., Music composed and conducted by Francois
de Roubaix.

Countess Elisabeth Bathory ..... Delphine Seyrig
Valerie Tardieu ......cvvvvvuane Danicle Ouimet
Stefan Chiltern ...... erssannaasaas.John Karlen

DAUCHTER OF
DARKNESS

Nona Harcazy ..oovveiininnnn., +++ Andrea Rau
Porter i 3 veessessess. Paul Esser
The Man ...... vissssss.. Georges Jamin
The Butler .... 3 «+«.. Joris Collet
MOther ...oovemvsmnaseesiai Fons Rademakers

This Belgian import is a strange horror film
with a sexploitation angle. The producers must
have come upon the “"Bloody Countess'” theme a-
bout the same time as Hammer Films. Logically,
this film should have been seen alter viewing
Hammer's forthcoming COUNTESS DRACULA.
Both films concern Countess Bathory who, ac-
cording to European folklore murdered 600 vir=-
zins and bathed in their blood in order topreserve
her youth and beauty. While Hammer's produc-
tion is set in the 16th century and relates the or-
igins of the Countess and her strange rites,
DAUGHTER OF DARKNESS has a contemporary
setting, The noblewoman has not died but has been
kept alive through the centuries.

The story primarily concerns only four char-
acters. An international cast is brought together
for the portrayals, none of whom are outstanding,
although Andrea Rau is interesting. Others be-
sides the German actress include Delphine Seyrig
who is French, the young American actor John
Karlen (Williec Loomis in HOUSE OF DARK SHA-
DOWS), and Daniele Ouimet from Canada.

Much of the film is slow moving and dull, The
plot is never made quite clear and the brief ap-
pearance of “mother” adds to the confusion. Al-
though there is an extensive narrative about the
"Bloody Countess” which is quite a vivid de-
sceription of her blood baths, it appears that the
vears have reduced her to vampirism. Although
we hear of the victims they aren't seen. All four
characters are killed off in suitably bloody fash-
ions however.

The story involves a young couple, Valerie
Tardieu and Stefan Chiltern, who stop at a huge
resort hotel on the European coast in the off sea-
son. Consequently they are the only guests until
the arrival of Countess Elisabeth Bathory and her
young companion, Ilona. The concierge remem-
bers the Countess as a guest years before but she
doesn't seem to have aged. The older woman a-
taches herself to the couple,

When Valerie discovers that Stefan has fits of
sadism, she leaves him but is brought back by the
Countess. On their return to the hotel they find
that he has accidentally killed Tlona, in a bloody
nude scene. The trio bury the girl's body but Val-
erie has become attracted to the Countess. They
kill Stefan and suck the blood from his severed
wrists. The conclusion has the Countess propelled
through the windshield of her car, impaled on a
stake, and engulfed in flames as the car explodes.

The death scenes, the only action in the film,
are contrived. Although effectively done, they are
hard to believe. Had the producers made a
straight horror film rather than a stylized drama
as a stage for Delphine Seyrig's performance,
they might have had a successful film. Instead we
have a portrait of four people who are never
clearly revealed in motive or character,

Dan R, Scapperotti

Delphine Seyrig, as the vampire countess Elisa-
beth Bathory, Daniele Ouimet and John Karlen
from DAUGHTER OF DARKNESS now in release
from Maron Films.




ISLAND OF
THE BURNING
DAMNED

ISLAND OF THE BURNING DAMNED A Maron
Films Release. 6/771%, In Eastmancolor. 94 min-
utes. A Planet-Proteleo Production. Produced by
Tom Blakeley, Directed by Terence Fisher. As-
sociate producer, Ronald Liles, Director of pho-
tography, Reo Wyler. Art director, Alex Vetch-

insky. Film edited by Rod Keys. Assistant direct-
or, Ray Frift. Camera operator, Frank Drake.
Continuity, Jov  Mercer. Wardrobe mistress,
Kathleen Moore, Make up chief, Geoff Rodway.

Sound recording, E.
Dubbing editor,

Hairdresser, Stella Rivers.
Karnon and Dudley Messenger.
Norman A. Cole.

Hanson: s aaniddinmesssnE e Christopher Lec
Dr. SLORR: v vi v v smmsmsismemsinns Peter Cushing
0 P Patrick Allen
Erankie o asms Saihansiatamines Sarah Lawson
Ancelil oot e Jane Merrow
Ken Stanley ......ic0vaeuus William Lucas
Tinker Mason . oooevennnas Kenneth Copu
Ben Siddle (Old Farmer) ... .. Jack Bligh
Bab Haywiird ..ovs vt vais Thomas Heatheote
OV TR voow v siimme winss Sidney Bromley
Gerald Foster .o v avvieie v Percy

Herbert
Turner

Stella Hay
Radar Op

*Maron
from their release schedule, after having it
scheduled for release in June with MINYA, SON
OF GODZILLA which has also been removed. The
films later this year,

Films has at this time

company may release the

removed this film

ISLAND OF THE BURNING DAMNED,
ence fiction programmer peared for the summer
trade through Maron Films, is actually the film
version of John Lymington's Nicht of the Big Heat
produced nearly four vears ago but never screen-
ed in the United States. Exactly we had to
wiit so long to see this effort is obvious (inde=
pendently  produced programmers having a
horrid time of it) but far from just (the film is not
bad at all). Hopeful product such as Karloff's
BLIND MAN'S BLUFF and an effective little voo-
doo thriller NAKED EVIL may vet our
shores, but this eritie is not particularly optimis-
tie,

The island of the title is Fara, where tempera-
tures have climbed to nearly 1009F in dead wint-
er. Jeff Callum (Patrick Allen) a pub owner, is
having a difficult time teying to coneeal a love af-
fair that he has had with Angela (Jane Merrow)
from his neurotic wife Frances (Sarah Lawson),
Gradually though the unnatural “biz heat” takes
precedence as islanders are mysteriously incin-
erated and ecerie sounds men to madness,
Hanson (Christopher Lee), a scientist doing re-
search on the island, theorizes that the heat is
being caused by a vanguard foree of aliens from a
dving planet. Needless to add,
firmed and the island is soon under scige.
tact with the mainland is cut off and little hope of

iada sCi1-

whh
why

are

reach

drive

his fears are con-
Con-

survival is scen.

ISLAND OF THE BURNING DAMNED begins
slowly and it can perhaps be argued that director
Terence Fisher has spent too much time in es-
tablishing his foundation. Much of the early ac-
tion seems irrevelant and though much of the first
half of the film is devoted to eharacterization (like
Vil Guest’s DAY THE EARTH CAUGHT FIRE)
the characters are not, in themse s, as inter=
horror.
ally become a little impatient,

Patrick Allen is adequate as Jelf, though his
hard features do not lend themscelves for romantic
leads. Sarah Lawson is such a sniveling neurotic
and Jane Merrow so and likeable, and of
deliciously amoral, as Angela, that we
find ourselves wondering why Mre. Allen is intent
tall relationships with her and restoring
his marriage. In and event, once the action picks
up (Frances spots a saucer ina nearby field and
imminent)
human

esting as the impending and we occasion-

honest

course

on end

Hanson announces that an invasion is
science fiction takes center stage from the
drama.

Tension builds smoothly during the film's sce-
ond half and is all abetted quite nicely by Rey Wy-
ler’s color photography and Malcolm Lockyer's
extremely listenable music Unfortunately,
when the monsters (which appear as giant blobs or
jelleviish) are finally revealed, the special effects
--though adequate == do not entirely succeed and
the excitement is not, therefore, fully sustained.
Christopher e is appropriately stern and clini-
cal as Hanson, and Peter Cushing is likeable in a
role as Stone, the island's doctor. Jane
Merrow (who scored in THE LION IN WINTER as
Peter O'Toole's mistress) keeps attention focused
on her while she is on screen and we like her so
much better than Sarah Lawson's Frances that we
never share Patrick Allen’s moral dilemma.

The abrupt, pat ending might seem like some-
thing of a cop-out but screenwriter Ronald Liles
has provided some erisp dialog and a reasonably
loyal adaptation of Lymington's novel. While I1S-
LAND OF THE BURNING DAMNED does not suc-
ceed as well as the previous Planet-Proteleo co-
production, ISLAND OF TERROR (Universal,
1967) is is an adequate and occasionally above
average effort that you should be more than happy
to spend a4 summer evening with. It is more than a
little annoving that so many recent British and
European science fiction and horror films are be=
ingr overlooked by distributors.

score.

lesser

John Duvoli

ND OF THE BURNING DAMNED
in release from Maron Films., Top:
Sarah Lawson, Peter Cushing and Christopher
Lee. Bottor Jane Merrow, Sarah Lawson and
Patrick Allen. The film was produced and re-
leased in England in 1968 by Planet Film Dis-
tributors as NIGHT OF THE BIG HEAT, and has

never been released in the United States,

Scenes from ISLJ

soon to be

GLEN AND RANDA

_..one of the bleakest, most
impressive after-the-bomb
VISIONS ever.

GLEN AND RANDA A UMC Pictures Release.

/71, In Eastmancolor. 94 minutes. Executive
producer, Sidney Glazier. Directed by Jim Me-
Bride. Associate producer, Watson James. Ass-

istant director, Jack Buaa

n. Screenplay by Lor-

enzo Mans, Rudolph Wurlitzer and Jim MceBride.
Photography by Alan Ravmond.  Art direction,
Gary Weist, Sound, David Neuman and Jeffrey
Lesser. Production managers, Don Buschsbaum
and Steve Wax. Editing by Mike Levine and Jack
Baran.

| €117 ] + RS Steve Curry
Randa . osiisispesie s s aemies Shelley Plimpton
Sidney Miller ...ccvmcmivias Waoodrow Chambliss
LT T T T B e IS U e e Garry Goodrow
Also featuring: Rov Rox, Robert Holmer, Hubert
Powers, William Fratis, Alice Huffman, Orte
Sangster, Richard Frazier, Charles Huffman,
Barbara Spiecgel, Martha Furey, Leonard John-
son, Jack Tatarsky, Laura Hawbecker, Lucille
Johnson, Dwight Tate, Mary Henry, Matthew Le-
vine, Bud Thompson, Talmadge Holiday, James

Nankerius, Winona Tomanoczy and David Waoeller,

GLEN AND RANDA is a brave little ventur
into the abstract, allegorical, parable worlds of
2001 and THX that have been delved into so splen-

didly by Stanley Kubrick and George Lucas, re-
spectively.

For all its touches of inherent genius, Jim Me-
Bride's film is an unsteady combination of th
styles of Kubrick and Robert Bresson, with little
of the profundity and unified purpose of these film
makers, McBride is evidently influenced by their
work, but he often just goes through the motions
with little of the intense personal vision of sucl
artists. One watches the bizarre events take place
with little or no emotional  involvement,
though the events in themselves are truly unique
and fascinating in their own, fundamentally dis-

turbing manner.

Mankind is stripped down to his basic thoughts
and instincts, and this is expressed, mainly,
through the teenage Adam and Eve characters of
the title. Many vears after a large-scale atomic
wir, the film begins as Glen and Randa walk to-
tally nude through a veritable Garden of Eden.
The tranquility of this idyllic scene is broken by
the appearance of an old, rusted, grim relic of a
car, resting in the branches of a tall, beautiful




tree.

As the film progresses, so do the two pro-
tagonists in the awareness of their environment
and the reasons for living that can never be de-
fined, only felt, Ina series of austere, sceming-
Iv unrelated vignettes of both comic and travice
proportions, MceBride presents one of the bleak-
est, most impressive after-the-bomb visions ev-
er. Stanlev Kramger's ON THE BEACH, Arch Ob-
r's FIVE, and Ronald MacDougall's THE
WORLD. THE FLESH, AND THE DEVIL are still
quite moving, sometimes extremely effective ex-
amples of the genre, vet they are curiously dated,
sometimes embarrassing antiques because there
is little to disturb or involve the viewer outside of
rather flaceid characterizations and broad, them-
atic generalizations. Certainly they are superior
to such dull, ludicrous films like PANIC IN YEAR
ZERO and THE LAST WOMAN ON EARTH. but
only Peter Watkin's THE WAR GAME and Jim
MeBride's GLEN AND RANDA will survive the
travails of time in their uncompromisingly hard
nature and frequently disquicting imagery of fu-
ture horror.

Shot in 16mm and blown up to standard 35 ra-
tio, as some films are done today like WANDA
and HUSBANDS, this has a tendency to weaken
the visual impact at times, but MeBride's film
has the most beautifully, stunningly evocative use
of color in any science fiction film. I's a re-
markably professional piece of cinematic artist=
ry in spite of, and often because of, the grainy
quality of the images. The sharp contrasts be-
tween the lush green of the beginning and the dry
browns Liter on are carefully, disturbingly ev
ed,

The "X rating is undeserving in spite of the
total nudity, an amusinely handled sex scene, and
an explicit urination scene. The subject matter is
too important to just be seen by over-18s, and the
raw moments of the film are all in context with
its mood and theme, never for exploitation pur-
puses,

The film is primarily visual, punctuated by
long fade - ins and fade -outs as in the opening
scenes of 2001, It is mostly shot in long, single
takes with the same austerity of Bresson but, ev-
en though MeBride Licks the intense conviction of
his vision, there is sustiained a powerful view of a
not too far-fetched future by the beauty and sim-
plicity of his visual strength,

Since the film is mainly composed in visuals,
the performances of Steven Curry and Shelly
Plimpton are relatively minor. Yet they carry
touch of uncorrupted innocence and human frailty
so indispensable to the film's overall tone that
their limited emotional range is completely ap-
propriate to this end.

Jim MeBride's work is no masterpiece, nitt
even close to it, but it's a fine, courageous en-
deavor and an auspicious beginning  in feature
films for & man who displays strokes of brilliance
that could eventually lead him to a full = blooded
masterpicce. Gl AND RANDA is vet another
film in the wake of 2001 and, though it is not as
successful as THX, it should suffice until a great-
er example is made,

Dale Winogura

Jim McBride on
G&R

In GLEN AND RANDA T attempt to demonstrate
the process of civilization and what it means to be
civilized, What it means to me is that there is
something in man which propells him to need to
kn 1 to find out what's around him and then
use that knowledee, to transform into power with
which he can control and order his environment.

It seems to me that need and process are dia-
metrically opposed to the rhythms and processes
of nature so that what vou have in the univers
counter - balance forces of progress of mankind
and civilization in constant conflict with the pro=
vress and eveles of nature. In GLEN AND RANDA
I took that process out of the context of history
and placed it ina time where eivilization had re-
rressed.

Glen is a character who starts out as a sort of
child of innocence; the film itself begins in a Kind
of ersatz Garden of Eden. The pr s of Glen's
search is a progress of becoming more eivilized,
Glen becomes a civilized man and in doing so
gradually alienates himself from everything that
has meaning to him on a human level--and in a
way that destroys Randa. Glen gets farther away
from livimg in a kind of harmony with nature and
becomes a soldier in battle against the process of
mture.

Paradoxically, 1 see this search of Glen's as
tragic, In some Kind of moral context, his search
to know and find out, to improve himself, some-
how represents the noblest aspirations of mian--
the aspirations of science=--even art, to a certain
extent. But at the same time, it's tragic since
ultimately it takes him farther away from the real
profound rhythm of life and sets him on a course
which is not only self=destructive but damaging to

8 1

Scenes from GLEN AND RANDA, v in release
through UMC Distributors, Perhaps 25 vears af-
ter a nuclear holocaust has destroyved civilization,
two voung people, Glen and Randa, set out on an
odyssey in scarch of “the city'--a legendary place
where they believe they will find life as it was (top
left and middle), Inspired by the grandiose, self-
serving falsehoods of a traveling magician (bottom
right), Glen is convineed they will find the city.
A Wonder Woman comic book puts a name to
Glen's dream--Metropolis. They are befriended
by an old man, Sidney Miller (middle right). who
leads them to shelter (top right)—a semi-destroy-
ed trailer with decaying artifacts. Surrounded by
these skeletons from the past, Glen attempts to
become “civilized,” he watches the long=dead TV
and keeps a smokeless pipe in his mouth. Randa
dies in childbirth and Glen and Sidney Miller set
sail in a delapidated boat to search across the sea
for "Metropolis.” Glen (top right) is played by
Steven Curry. GLEN AND RANDA is director
Jim MceBride's third feature,

35



Scenes from AIP's THE HOUSE THAT SCREAM-
ED. Left: Mme. Fourneau (Lilli Palmer) reaches
the attic and finds Irene dead. with a hand miss-
ing. She also finds her son there and he leads her
to a table on which a rottin corpse lays ina
shroud, made up of the parts of different badies.
Right: Her son Luis (John Moulder Brown) has at
last found a hand for his creation, which is a girl
modeled after his mother, just as she always
wished it. Luis locks his mother in the attic room
with the corpse. He sits outside the door with an
insane smile on his face. THE HOUSE THAT
SCREAMED has the rare ability to go beneath its
horror and suspense trappings to weave a story of
sexual repression which is spellbinding on its own
psychological level,

all life around him. He becomes a killer and, in a
way, his last act of setting out across the ocean is
a suicidal gesture,

All the other characters and events in the film
serve in one way or another to reinforce these
ideas. The people Glen lives with in the besinning
are meant to be==although they' re not deeply ex-
{--descendents of people 1 us: hiy t*i=
vilized people who, because of their heritaee,
have lost all contact with nature and therefore are
unable to cope in a matural environment.

For example, for us water comes from a fau-
cet, electricity from a socket. meat [rom a sup-
ermarket. We have no direct connection with the
of things that sustain us...we don’'t know

sour

the « we're eating. If, suddenly, there aren’t
any more supermarkets, we won't know how to get
meat. Essentially, the people in the film find

themselves in a position of s rers livime off
the debris of a lost civilization, There's the im-
plication that the resources that they depend on
are finite and will run out soon,..one day there
won't be any cans left and that thev'll die.

The magician, then, is only a4 more sophisti=
cated scavenger. He's Glen's Piced Piper and he
transforms the vulyarity of modern civilization,
Of course. the image he weaves for Glen, the im-
are of the city, this kind of kingdom of heaven, is
something that doesn't exist and, in fact, never
existed. Glen's idea of the city is something that
never was and never will be.

Meanwhile, in the backeround, so to speak, we
are always observing the works of man in the con=
text of nature. The car in the tree, the turnpike,
Howard crumpled bridges and the
trailer on the beach...all the artifacts of human
civilization which once covered the earth are now,
through the natural processes of evolution, be=
coming transformed and decomposed- -returning
to their original organic state, . .nature slowly and
inexorably reclaiming its own,

The characters of Randa and Sidney Miller
were meant to counter-balance those of Glen and
the magician, much as nature in the film counter-
balances the idea of civilization, Randa’s charac-
ter wias meant to be a very sensual, spontancous,
non=intellectual, childlike kind of character. Sid-
ney Miller, on the other hand, is a much more
enigmatic character. In a sense, he, too, repre-
sents a kind of character who lives more in i na-
tural state: a harmoneous state with the forces of
nature. But I think the key thing you can say about
his character is that his life is founded on faith--
that he is almost a religious character. He's
someone who accepts everything unequivocally
and without distinction. 1 find it hard to make a
judgement about him. 1 think in many ways he’s a
fool and in many ways sublime.

Johnson's,

Jim McBride

— N

Jim McBride is a 29 vear old native
New Yorker. GLEN AND RANDA is his
third feature film. His first film was
DAVID HOLZMAN'S DIARY which won
the 1967 Grand Prize at the Mannheim
Film Festival, His second [ilm. MY
GIRL FRIEND'S WEDDING, was chos-
en for showings in 1969 by the Cannes
Film Festival Critics Panel,
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THE HOUSE THAT SCREAMED

... atmosphere and setting the film is very much. . .Bunuelian.

THE HOUSE THAT SCREAMED An American In-
ternational Release. 3/71. In Color and Scope. 94
minutes. An Anabel Films Production 8.A. Di-
rected by Narciso Ibanez Serrador. Written by
Luis Verna Penafiel. Production manager, Man=
uel Perez. Production coordinator, Alberto Ber-
consky. Phe caphed by Manuel Berenpuer, A,
S.C. Film editor, Reginald Mills, Music by Wal-
do de los Rios, Costume design Victor Cor-

tezo. Production designer, Ramiro Gomez. NMike
up, Carmen Martin, Sound supervision, Wally
Miller.

... Lilli Palmer
Cristina Galbo
John Moulder Brown

....... My Maude

Mlle, DesSprez o ooveveevenrennes Candida Losada
M. Baldie .....coveeinees venee.. Tomas Blanco
Catherine ....oces00s v ensees. Pauline Challenoy
ISiabelle voenerevneesnosnasesee. Maribel Martin
SUZANNC o vsvnse s apmcaisi e mehita Paredes
Breshard .. .00 W S R Victor Israel
Andree ........c000cciee vvees. Teresa Hurtado
Jacqueline c.ovveeeenaen vivess. Anne Marie Pol
Helene ...evivaaven veeeees s Maria Jose Valero
f [1] 1 Maria del Carmen Duque
Coclle o s e G a Blanco
HENrY coviinnanasnssaas . Clovis Dave
Marie ..cooeeeieains Elisa Mendez
Sugle . .osiaee e Juana Azorin
Of late American International Pictures has

Time,

entered the Big even to the point of re-
leasing a Shakespearean film (acquired elsewhere,
to be sure) and producing a fairly ambitious pro-
duction of WUTHERING HEIGHTS (which some wit
quickly re-christened "Beach Blanket Bronte”),
But the "little studio of horrors™ will always live
in the minds of film fans who fondly remember the
A-1 salad davs of crab monsters, rubber cement
cobwebs, and pasteboard castles whose corridors
invariably led to the Vincent Price Gallery of
Terror.

Tronically, ‘rlass™ im=
age, A-lis releasing a foreign=-mu rror film,
THE HOUSE THAT SCREAMED, which turns out
to be the finest (ilm to carry the studio’s trade-
mirk in some timd

Produced and r
appropriate, but less exploitative,
IDENCIA The Boarding School), the [ilm has e-
mereed as the surprise hit of the vear., reported-
Iv plaving for more than 40 weeks in a plush first-

in the midst of its ney

leased in Spain under a more
title (LA RES-

run theatre in Madrid to capacity crowds every
dav(!).

The action is confined to o remote,  furn=of-
the = contury boarding  school for young ladies

but in at-
Span-

which is supposedly located in France,

film is very mucl
exact, Bunuelian,

mosphere and setting the

ish==0r to he even more

The headmistress, plaved by Lilli Palmer. is
a strange, iron-willed woman who, in one mo-
ment, can send o disobedient girl to the dreaded

isolation area with an icy tone that bespeaks evil,
and in the next moment, warmly
rival and her with the

greet a new ar-

ruirdian news  that the

school is completely dedicated to building “heal-
thy minds and healthy bodies. ™
Miss Palmer, however, considers herself

than teacher- =locking doors at
p the girls from wandering away
teen = it
attractive
1 "less than ex-
‘en stolen,”  she

more of a jaile
every turn to k
-=and confiding to her inquisitive

son,

Luis (John Moulder Brown), that the
1

ladies in her care hin
" ("Some
ve done much worse.™)
ptoaway from the
tection than theirs,
in secret, with student Isabelle
whom he offers friendship and cake,

yvoung
emplary lives.
wirns him,

Luis,
for his p

have «

irls more
nues to meet,
(Maribel Martind,
bt when shie
sneaks into the preenhouse looking for him, she
is stabbed to death. Her body.
and her absence is merely

however.,

listed n

Isn

discovered,
rowing file of
v girl, the supremely innocent Theresa
), eventually takes Isabelle’s pla

the ever “runawavs.”

The
(Cristina

as the secret chum of the headmish "s son. bt
unfortumately she also catches the roving eve
Irene (Mary Maude), the monitor an the dormi

leshy
Treme
begins a disturbing campaign to bring Theresa to

tory. Favoring what look suspiciously Tike
interludes with her most trusted associates,

her knees and thus add her to her intimate cirele.

Theresa rebels and seeks to escape, an act
which brings her face to face with the deranced
killer in the house. In the film's closing moments,

o has grown too

hateful Trene,

esi’s disappe

th suspicious of
T is allowed to follow in
her predecessor's foolsteps, and the results are
profoundly chilling, even to the viewer who has
correctly identified the murderer without guess-
ing the motive for the missing bodies,

In outline THE HOUSE THAT SCREAMED
sounds rather like a perfect A-1 programmer for
the drive=in circuit: a small serving of g
spoonful of sadism. a flash of peek=:
and a headv. horrific ending to permit the n
excitable kiddies to sceream their little lung
In some superficial ways the film is even i

rance,

out,

mi-
niscent of another girls school screamout, THE
YOUNG. THE EVIL AND THE SAVAGE, a shoddy
Italien item which A-I released in 1968.

But appearances are deceiving. For this new
film has the rare ability to go beneath its hot

»a story of se

and suspense trappings to weav



repression which is spellbinding on its own psy-
chologieal level.

The director,
scribed by a

Narciso Ibanez Serrador, is de-
correspondent for "Variety”  as
"Spain's spook and horror King,™ a title he earncd
on the basis of a television serial he created
("Historias Para No Domir"”/Stories To Keep You
tke!), In directing his first motion picture,
Serrador reveals his fondness for “the' Spanish
master of the macabre, Luis Bunuel, and, in ad-
dition, his ability to borrow wisely and well,

For instance, rest the disagrecable e-
vents which await the trusting Teresa, he has her
repast of tea and cookies (a first treat) sud-
denly interrupted by the appearance of a roach,
and when the headmistress punishes her most re-
bellious pupil with a private flogging, the scene is
contrasted with shots of the other girls at bedtime
To many the latter will call to mind the
e in Bunuel's VIRDIANA where the bey
pray for their supper while busier hands activate
the unproductive farm, but in this new Hispanic
a life, and purpose, all

tu s

rs

film the scene achieves
its own.

Serrador's handling of many individual scenes
has a tenseness and claustrophobic cruelty which
transmits to the viewer the sense of hopelessness
which hangs over LA RESIDENCIA. Notable are a
confrontation between the headmis-
who actively incurs her
wrath, thus allowing Lilli Palmer an unfo ttable
moment when her facade of authority begins to
crack, and a sequence, reminiscent of the harsh
attic scenes in Volker Schlondorfl*s YOUNG TOR-

shower ro

tress and the one girl

LESS, where Irene unmercifully taunts Teresa
with the knowledge she is illegitimate.
Yet even these vivid moments are overshadow-

ed by an especially striking episode which beauti-
fully records the sex-starved attitude of the in-
mittes, One, selected by lot, has been chosen to
rect the local woodeutter for a session of sex in
the barn while the others attend sewing class, Af=-
ter establishing the liaison in the hay, Serrador
uses the sounds of the couple's lovemaking to or=
chestrate the quiet frenzy the other girls work
themselves into while vicariously enjoving their
sister's pleasure. It becomes a visual orgy of
trembling  lips,  frantic  fingers manipulating
needles and varn, and lustful glances which tell
the story without a show of flesh.

Unfortunately, in its transatlantic transition
from LA RESIDENCIA to THE HOUSE THAT
SCREAMED, the film has been shorn of at least
ten minutes, thus needlessly  eliminating  the
scenes which establish the growing friendship be-
tween Teresa and Louis. But even this show of
poor judgement on the distributor's part cannot
obscure the superior quality of this Spanish fea-
ture.

A word of warning: despite the "GP tag which
allows small children to attend without a guardian,
THE HOUSE THAT SCREAMED is too effective in
its presentation of mutilation and sadism not to
give the more impressionable tykes a very rough
time.

Robert L. Jerome

BLOOD AND LACE

BLOOD AND LACE An American International
Release. 3 71, In Color. B7 minutes. A Contem-
porary Filmakers/Carlin - Company  Production.
Produced by Ed Carlin and Gil Lasky. Associate
producer, Chase Mishkin. Written by Gil Lasky.
Directed by Philip Gilbert. Director of photogra-

phy. Paul Hipp. Art director, Lee Fische Film
and sound editing, Dennis Film Services. Sound,
Douglas  Kennedy. Music  editing, John Rons.
Makeup, Dennis Marsh.

Mrs. Deere ...ccivevneervencss Gloria Grahame
Ellfe Masters ... Melody Patterson
Mr. MUlling ...coeeeveeronse «eveos Milton Selzer
Tom Rredpe coisoisssaimievissess Len Lesser
Calvin Car ... Vie Tayback

Bunch . Terri Messina
Walter . s Ronald Taft
o U ++++ Dennis Christopher
Ernest nnaadupiiaise suneives Peter Armstrong

BLOOD AND LACE is a gothic psycho thriller
from AIP which contains ripe, though mostly un-
realized, possibilities. Loaded with fantasy-like
Freudian m tifs, the movie is so casually put to-
gether--kernals of imaginative ideas are mixed
so haphazardly with scraps from the AIP dead
file==that it blunts most of its opportunities,

There are two potentially exciting horror-sus-
pense=fantasy concepts. Ellie, the blond, squeaky
voiced, very low-budget heroine, is obsessed by
finding her father (whom she has never seen); in
the ironic finale, her father turns out to be her

BLOOD AND LACE is loaded with fantasy -like
Freudian motifs, Above: Ronald Taft and Gloria
Grahame, the proprietress of the orphanage and
her son. Below: Vie Tavback, Ellie's detective
father, in a plastic mask.

pursuer, a psvchotic detective who has discovered
the fact that Ellie has killed her prostitute-moth-
er. He promises to protect her from the conse-
quences of her crime if she will marry him: the
movie ends with Ellie’s distraught Liughter at the
ehastly ansurdity of her fate.

The other promising idea, which is not very
well coordinated with Ellie’s story, is a isly
variation on the theme of loss of youth. After the
mysterious death of her mother, Ellie is con-
signed to an orphanage presided over by a de-
ranged woman (Gloria Grahame) who holds on to
her wards with maniacle possessiveness. She
keeps a prison=guard watch over her “children,”
supposedly because of the money she gets for
keeping them, but her real motivation is the fact
that the children are a connecting link to her own
lost youth. The children who have tried to escape
have been killed, and they are preserved in sub-
terranean refridegerators as memorials of eternal
vouth,

The movie, then,

flirts intriguingly with vari-
ations of Oedipal motifs: a rl who kills her
mother and marries her father, and a childless
woman who wants to preserve her own vouth by
killing her surrogate children (there are implica-
tions as well that the proprietress is sexually i
volved with her oldest "child"). But BLOOD A
LACE is diverted from its best intentions by gra-
tuitous bloodletting and by wallowing naively and
irresponsibly in its proliferation of evil, In that
nightmarish climax, the father-detective tells his
desirable daughter that “evil breeds evil.” Gil
Lasky, who wrote the screenplay, has used this
maxim as his all-=purpose building-block, and the
result of the universal evil is self-caricaturing:
the movie serves up such a relentless array of
psychoses that our only response is to laugh.

In B movies like this there is usually a schem-
atic separation between good and evil but the
world depicted here is one of unrelieved corrup-
tion. The bland heroine turns out to be the mur-
derer; the figures of authority--a social worker,
the detective, the proprietress of the orphanage
and her Neanderthal - like assistant--are all wild-
Iy demonic. The kids at the orphanage represent
the only innocence in the movie, and they are
curiously helpless and willless. They move about
the sun-drenched garden raking and hoeing vague-
ly, distractedly. They seem to be unknowing vie-
tims=-or perhaps even accomplices=-of some un-
specified supernatural evil, Their victimizers are
all done in in the end, but we never find out what
happens to the children: their innocence seems
unable to sustiain them bevond the forboding woods
which isolate the orphanage.

The cynicism radiates as much from the di-
rector (Phillip Gilbert) as from the characters.
In an overzealous attempt to titillate the slum and
ghetto audiences who are practically the only au-
diences with access to films like this, the director
has coarsened material which needs understate-
ment rather than the gut-level sensibility offered
here.

The three adult males in the cast constitute a
veritable 1 s' pallery of grotesques, and
Gloria Grahame's worn appearance in rather
harshly exploited. But cven in circum-
stances, it is a great pleasure to see Miss Gra-
hame at work again., She was always the most
forlorn of movie stars: the perennial outsider, the
poor relation. the born loser. She portrayed her
sultry, vulnerable, B-movie sirens with such na-
turalness that it was hard to distinguish the act-
ress from the parts she played: when she disap-
peared in the 505, it seemed reasonable to
assume that she had suffered the same kind of de-
feat which was the inevitable end of the Gloria
Grahame character, She displays here the same
trembling vulnerability, the same thin-lipped na-
sality, the same bright, frightened eyes in the
same tense, immobile fac And, though the con-
text is different, she seems to inhabit the same
whisky=-soaked., smoke-ladden atmosphere of vir-
tually all of her films. This time, however, the
part is some hat different: she plays a sadistic
victimizer instead of a victim. It's kind of a Bette
Davis 60s part really, and Miss Grahame is won-
derfully twisted and menacing, as if she's getting
even for all the time she was pushed around in the
past,

n

these

Foster Hirsch
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20,000 LEAGUES UNDER THE SEA

to be re-released every seven years from now Lo infinity.

The film is timeless . ... it deserves

20,000 LEAGUES UNDER THE SEA
Vista Re -release. In Technicolor
127 minutes. A Walt Disney Production.
Directed by Richard Fleischer. Screenplay by
Earl Felton, Photographed by Franz Planer. A.S.
. Edited by Elmo Williams, A.C.E. Music by
Paul Smith. Orchestration, Joseph S, Dubin, Pro-
Fred Leahy. Effects photogra-
Ralph Hammeras, A8.C. Sccond
e r. James Havens, photographer,
Till Gabban 3 Ub Iwerks. As-
sistant directors, Tom Conners Jr. and Russ Ha-
\ . Divin red Zendar. Production
developed by Iechnicolor consultant,

A Buena
and Cinema-

SCOPEe,

duction manager
pher. unit di-

Underwater

welal processes,

Harper Goff,

M i Padeliord,  Art director, John Meehan.
Set decorat FEmile Kuri. Special effects, John
Heneh and J Meador. Matte artist, Peter El-
lensh Sketeh artist, Bruce B an. Makeup

and h
Martien. S

recordin

er. Normu
ld. Sound

essing, Lou Hippe, Co
tor, C. O. ¢

Cuook.

nd dire
. Robert O.

Ned Eand oo s s memem s s e Kirk Douglas
Captain Nenu

James Mason

Professor ¢ Paul Lukas
(7771 11 11 ) RN Peter Lorre
Mate vn Nautilus o ocoaiuinin e Robert J. Wilke
JTohn Howard ...... . Carlton Youn
Captain Farragut ... ............ Ted De Corsia
Percy Helton

................ Ted Cooper

Edward Mars
Fred Graham
. M. Kerrican

Of all the

films made from works by Jules
Verne, the 1954, Walt Disney Production of 20,000
LEAGUES UNDER THE SEA towers above cach
1 hem,  As superb as AROUND
'HE WORLD IN #0 DAYS, JOURNEY TO THE
CENTER OF THE EARTH, and THE FABULOUS
WORLD OF JULES VERNE (fram From the Fla
vere, s pood as MYSTERIOUS ISLAND, IN
SEARCH OF THE CASTAWAYS (from (
of the Fla

and s worthless as

ind every one ol th

! astiaways
ind MASTER OF THE WORLD were,
vorthl FROM THE EARTH TO THIE
MOON, FIVE WEEKS IN A BALOON, MICHAEL

STROGOFF, and THE SOUTHERN STAR (from
The Vanished Diamond) were, 20,000 LEAGUES
UNDER THE SEA ¢ definitive Verne
sereen adaptation stomade of all of
them

Not t 1 the A TRIP TO THE MOON

by Georges Melies, loosely adapted from From
T'he Ear » The Moon, or the MYSETRI-
OUS ISLAND, w classics ina
quaintly

next to

carly

1eh » beconu

intigue aesthetica dissulve

Disney' s nuiny seem t

people
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completely forget that Shirley Temple Black had a
version of MASTER ZACHARIUS on TV
vears back, and it was an exceptionally worthy,
genuinely  frightening
unusual for a children's program at the time.
en thoughIThelieve Verne's ¢

The Steam House and The
20,000 Leavues Under the Sea is prob=
best work that has yel been made into a
The linear, formal structure of
tight, fully -developed, incident-
packed narrative, and the well-proportioned char-

several

well=-made, and endeavor,

reatest achieve-

m
Fortune,
ably the
maotion picture.
the novel, its

5 Are Begum's

acters are all vivid enough for instant success in
a film version, and this film never misses a trick
in achieving this.

There 1s nothing stylistically or structurally

complex or difficult in Richard Fleischer’'s ortho-
the Formalism .
unpretentions style, and a slick,
Yot this method
has curious, positive side-effects, Lon
carefully, colorfully
posed in Cinemascope, oy
placid existence, Ond fecling of actually
living in quiet and solitude, the wer placed al-
wavs in Captain Nemo's world below the surfaed

dox treatment  of material.

straieht, Cisy -
coing pace is steictly adhered to,
master

shts, and impeceably com-

aomoody,  intensely

cets the

of the sea,

Rut without the right
mosphere could not b
Fleischer's functional usage of actors in
mendously ed FANTASTIC VOYAGE, the
ther te fecling, a

poert

sust or lon

imder
link t
of bein

croeate

performers

muood encased by sceminely i

sible myvsteries and a frichtenine, alien world that
demua and even exploration in spite
of ind nuivbe even because of . 1ts inheremt dan-

.amusinedy chaldist

od acterization of Ned  Lan

Lorte 1N inquisitive, m

vil 1 ! mtrast

Paul Lukas’ imellectualisn

fes Ll sity as Prof. Aronnax nes
Mason's overpowerin decisively and
mentally anpuished Nemo., Each performer inter-

relates and balances with the other, personalities

constantly conflict, and such professional team-

work among the cast splendidly evens out the styvle
of the film and its effects upon the viewer. They
are all not only at ease with their roles, t Flei-
scher allows the actors to carry themselves

throuch scenes rarely Vil lous les,
and then only
change of emphasis,

Underwater

cutting to 1
when necessary for impact or total
itiliz-
as dazelinely
The cold,

visual quiality in Cousteau’s

photography has never been
realistically,
in the warmth of its beauty and texture,

crvstal elarity of the

ed as evaciatively, or

WORLD WITHOUT SUN, THE SEA AROUND US,
BENEATH THE 12 MILE REEF, or other
undersea epies, may be perfect in context with the
miture of films, but Till Gabbani's work in
20,000 LEAGUES UNDER THE SEA

thesd

takes on oa

mild, mysteriously delicate aura that makes it
comfortable to wateh, unlike the others. The cam-
era vlides through the ocean depths like, s Ar-

rightly intruder.” and vet
alwavs retaining the
of the rest of the film.

Franz Planer handles the other cinematograph-
and does so brilliantly, He carr
through Fleischer's s with p
and simple, unclaborated beauty, 1sizing
blue that subtly with the

soi domain,

ronx so puts it, an

strong compositional balanee

i chores,

isual conee

soft
mder-

tones connects it

and

Kuri are so

The Oscar-winning art dirccetion
John Mechan and Emile

orations of

ative of Verne, so feasible in terms of actu=
and so unboundingly  imaginative that re-
viewing them

like watching it the first time.

Harper ( ’ werall production
only captures the essence of Verne's atmosphere,
but a Victorian quality of charm not unlike that in
Pal's magnificent THE TIME MACHINE.
n for The Nautilus remains the definitive
Liction
cracefully

believes

design not

George
His desi
submarine, a craft at once so
and diabolically designed that one truly
that Nemo's tortured mind could have
created it,
Thi
ing and realistic monsters ever designed and built
and the fight with

selenee

viant squid is still one of the most terrify-

seene it remains an awesome,

disturbine spectacle. Bob Matty he aded the con-
struction of the rucsome creature, and he and
his crew are to be highly commended for theirob-
viously intense, meticulous labor in getting the

monstrous cephalopod together with such amazing
realism.

Without question, 20,000 LEAGUES UNDER
THE SEA has some of the greatest special effects

ever created on film, and most deserving ol its
Oscar over THEM! and HELL AND HIGH WATER.
Only true, gifted, serious artists like Juhn Heneh,

Joshua Meador {the “1d” FROBIDDEN
PLANET), Peter Ellens Ub I-
werks (special processes), and Ralph Hammeras
(effects photographer) could have
werwhelming  assignment as

creator of

Liw (matte artist),

pulled through
with

re-

sueh o an this
mlhimited
sources. The
they travel in front
The Nautilus journeying
attacks on and the isliand of Vulean=-
uction tll been realized with
ful and strikin

S, I IMPresses

and - croative
miniatures ol
of blue eveloramas in a tank:

under the

imagination

such

huie wiar ships as

a and its ex-

plosive ships:

ia and its dest hive
such vividly

beauty

excitement and

and moves




the ¢n 1 the tenth time s it does th
first, and s CUeN More so,

Paul Sth's score s been vervunder-
rited by 1ilm bulis TFhere 1s noooverstatement in
his score. and 1t s never used creatuntoush, Tt gs

Lo simple meod score, emphasizime brass instru-

ments, and it underscores effectively the adven-
turous miture of the il
of Nemo

wirds the end.

and eve

CApures some

s personal anvuish in some passages to-

Editor Elmo Williams, the eventual producer
of TORA' TORA' TORA' also directed by Flei-
scher, 1s never obvious or obtrusive in his work,
and he has been cuided by Fleiseher with taet and

narrative tlow,
wdaptation of Earl Felton ticht-
work down to the

exactitude in com e the
The sercenpln

etficiently

condenses Verne's

1eh nany Libe s have ol =
the many e 1o seguenees and
book, Felton is encacanely,

adds

solemmity o

touches of

(A tra Tlorw

el character,

mehtody direction and

careiul ndline of cach facet gs 1
balance, Nothane ever cot Gy f i
trol vl e t lene n

Seeme n

Ned and Consaeal, 1 nicht luive o -
mbearable f not for the perfect ]
timine, making at at coamusing and des e,
I't h Fleisehe stvle is not as thanmbovant

as i FANTASTIC VOYAGE. it s
approprite o context. He com-
authority and  fluid
makine it

JUst s
crviceable and

vvervtiung with such

city that e actually succeeds in

really insists on its mes of

and the theme ol Ne-
danother world to

114

vst so tracieally . and his

The tilm nesver
elhin

st
vinlenee in violenee,

me's escape into rephace the one

ent emotin
sized enough

e of mind, isnever over-or

to obtuseate its merits as an entertunment film,
20, 000 LEAGUES UNDER THE SEA remaans
vne of th thoroughly  entertianming seicnee

of all time. and certainly one of the
cuted, All the elements of tam-

ingentously

Liction 1 J
muost perfectly o
1

have been coordi-

It has action,

cotertinment
nated and fulfilled,

character, col=
and vel it never insists
film is timeless, know=

and it deser

or, and socul comment,

on anvthinge too much, The

g ne aee. d natural for any time,

to be re-releascd every seven vears from now to
infinit

Dale Winogura

WILLARD

WILLARD  Cinerama. 6/71,
Produced by Mort Briskin, Directed by
Daniel Mann. Executive producer, Charles A,
Pratt, Screenplay by Gilbert A, Ralston based
on the novel Ratman’s Notebooks by Stephen Gil-
bert, Music composed and  conducted by Alex
North, Director of phot aphy. Robert B, Hau-
ser. A.S8.C. Art Howard Hollander.
Editorial supervision, v. A.C.E. As-

In Culor. 95 min=

utes,

director,
Warren

sistant director and  umt production manager,
Robert Goodstein,  Set deco ' talph .
Hurst, Socriates and Ben traned by Moe Dieses-
oo Castine, Ireving Lande. Head crip. Robert

old Lew

Spre

e
ld N

Soudd nas
mator, Hare
vid, Properties, A
sor, Hazel Hall, Makeu
ist, Hazel Washington,
Doty

Construction
Bud
t supervi=
Hor stvl-

Seelie and

viivrts

Barkley.

Willard Stiles ooy oanin i vvea e Bruce Davison
AL Mt . Frnest Borenim
Hunrienta Sles oo s s e

Isa Lanchestes
Tonhay: s i it st e wiie i, Svmd i Lo ke
Brindl oespesssms s s Michael Dante

Tody Galbaert
<o Joan Shawle
. Willam Hanset
Par O NMalley
. Jahin Myhers
Helen Sprin
Lealine Drake
NIra Sessions

v oees Alan Baxt

Farley sigsm sogmesnsy Ja

Atter viewane th WILLARD,
friend tarned to us and commented, "Rats
with, and this peture isn't wo-
iwe,” How trae, and in addi-

preview ol

have a

i this h e film tudees its real chanee ta
deal with an setthing theme i oan intelhzent and
ripping nuinner.

The mon s hero T=vear-ald  bookkeeper

mamed Willard (Broce Davise owheaten

B ml, s b
clhariacter describes as an extro-

G I o

vert who keeps evervthing nswude of ham. ™ At
home heoas continually harassed by s dat o=
manding mother (Elsa Lanche ) ow the
masty hadat of remimdim on abwut the numbes

of hours she spent in Labor vivinge bieth 1o hion, At
the office he s the official whipping -b

cendless-

Iv tormented by his gross verbearine bass (Er-
nest Borenine), o fellow whe has a o motto on his
desk that he hives by Do o others betore they
do unto vou, In fact, Boromne is il em=-
barrassed by the faet that he stole the business a-
wiy trom Willapd' s Lther and subseguently drovi
the muan to an carly

Repulsed by hus n wnds, Wil-

lard sceks a release from his e and tinds

his milicu amonge the rats who intest the cardens
i | imhealtt

the opportumty to

ne. This

around his deca

cupation with rodents gives
befriend two rats, Socrates and Ben, whooin tinn
invite a lew of THEIR fr
Willard has o cellar=full of gnawi
ho keep him company after his

maother dies and who are ever-ready to do his bid=-

nds over, and eventually

v, vbhedience-

trained creatures s

diny.
As unappetizing as it sounds--and as pure hor-

ror, the sight of bloodthirsty rats is on a par with

Scenes from 20,000 LEAGUES UNDER THE SEA
in re-release from Buena Vista, Opposite pace,
Left: Ned Land (Kirk Douglas) pursuades Conseil
(Peter Lorre) to join forces against Nemao., Right:
Captiain Nemo (James Mason) at the helm of The
Nautilus. Professional teamwork among the cist
evens out the style of the film. Each performer
interrclates and balances with the other, At lett.
Top: Ned Land fiddles with Nemo's huge pipe or-
gan during an introspective  moment
splendor of the Captain's private quarters. The
film won an Oscar for its lavish sets, Bottom:
Nemo in the grip of the ciamt squid, without o
doubt the most mechanically  operated

amid  the

realistic
creature ever designed,

WILLARD in release [
Corp. Top: Willard (Bruc
RBottam:

Lianchest -

Seenes frim
Releasin
ison) with his friends Soq

Willard and his navceine mother (Elsa

ra

rates and Ben

er).  WILLARD s =t whaat mexpectedly,
breakine box-office recog ross the couptry
the uvly shower murder in PSYCHO - - Willard' s

1 T i ! k1w nine 1
nuiy e e W 1
v s they feast M 1ert
s ' e 11l npl Id therr stom-
wehis and avert therr ey
Pruce [hivison, wl wquitted himselt well o
LAST SUMMER and THE STRAWRERRY STATE-
MENT. indulia i o lot of tacial ntortions .
thia demented Wil role wl I
the nnilfunctiomines of Antlu
Perkins, Nevertheless, Davison as to e
ilated and admived for the way he fearlessh

dles those hordes of rats, I oas probabl

mndieatiom of e and the b i
actor will vo today in order to abtain a fat part,

I ine, ina most unsvmpathetie roh n-
subtle, but there are moments when bits of s
meducated, AMartvesque stanee break throuch and
vive the character a hittle depth S Locke,

who was so HEART IS

simple and natural in THE

A LONELY HUNTER, suffers [ nake=
ip jub, but she does inject a sm svm-
pathy into her briel stint as a temporary office
worker who takes pity on Willard,

Though the film S as s source a novel

the endine s pure

called Ratman's Noteb

horror movie ritualism. I's the old law where,
ten times out of ten, if one creates aounue and
monstrous way of disposing of an enen in time
the instrument of death will prove lethal to s

creator, as well,
Necdless to sav, the
all ehildren, thougl
lenient "GPL”
vuess, but we vemture to say, if Ct
WILLARD at
would be in the best pos

dubious en-

film is very

tertainment lor

rating s a rather

were o sod dturday

n to adegquately com-
content in his inimitable style by sim-

URats!

ment on its
ply saving,

Robert L, Jerome
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ABLE DR. PHIBES An
ican International Picture. 5/71.
In Color by Movielab. 93 minutes. Pro-
duced by Louis M. Heyward and Ronald
Dunas. Directed by Robert Fuest, With:
Vincent Pric Juseph Cotton, Hugh
Griffith, Terry=Thomas, and Virginia
North,

Robert Fuest's film is a pretty good,
sometimes oddly  amusing  collage of
straight horror, sudden farce, and high
camp. It is certainly better than the a=

bortive attempts  Fuest made  in re-
making WUTHERING HEIGHTS, and
less pretentious. Here is silly, mind-

less entertainment that, primarily be-

cause of its Lick of structural unity, un-
fortunately has a slushy, rather weak
middle, The climactic scenes are mar-

velously handled in sustaining the initial
suspense, and the murder scenes have
a phoulish, tongue-in-cheek quality that
softens otherwise unpalatable moments,
Vincent Price, in his 100th role in 35
vears, pulls it off with his usual dis-
armingly grotesque charm, wreaking
his diabolical, v ful havoce with the
natural, sinister aura we have come to
know so well,

Dale Winogura

PLUCKED A U=M Film Distributors
Release, 1/71. In Color. 90 minutes.
Produced by Summa Cinematographica,
Cine Azimut and Les Films Corona,
Directed by Giulio Questi. With: Gina
Lollobrigida, Jean - La Trintignant,
Ewa Aulin, Jean Sobieski,

With its horror trappings and its ir-
ritating  hints  of malaise  in
chrome-plated Italy, the film emerves
as a hybrid=Mario Bava's BLOOD AND
BLACK LACE stitched onto the Lainguid
flow of Antonioni’s LA NOTTE. But it
is mainly a bad Italien thriller which
considers itself too important to bother
frightening its audience. The action
takes place at a poultry complex run by
Gina Lollabrigida which is attempting to
develop a strain of wingless and  head-
less chickens. Je s Trintignant
is her husband, tot |ll\ revolted by such
experimentation, and clandestinely plot-
ting her demise. Trintignant manages
to retain a small sembalnee of dignity,
as if he understood something we could=
't comprehend, but Miss Lollobrigida
can bring little 10 her demeaning role
except her still classic beauty, As a
ther insult, the dubbed American
nt supplies the sultry star with a
harsh “butch” voice in order to stress
the character's latent lesbianism. Miss
Aulin bounces around in a bikini and,
just once, as if to justify the film's "R"
rating, she strips to the waist. (In Bri-
tain, the film carries an "X certificate
and is shown under a more seductiveti=
tle, A CURIOUS WAY TO LOVE). It
must be noted that a grain=c shing
machine is impressively sinister, and
the scene where Trintignant's pet pooch

social

40

”M@u

is accidentally ground down into chicken
fodder is momentarily unnerving. By
contrast, the photography of the justly
celebrated Carlo Di Palma is often
lovely, but like all the other plus=fac=
tors of the film, it is wasted and flat-
tened by a project that is simply cine-
mattic chicken feed.

Robert L. Jerome

CREATURE WITH THE BLUE H
New World Pictures Release.
Eastmancolor. 72 minutes. A Rialto-
film (German) Production. Produced by
Preben Philipsen and Horst Wendlandt.
Directed by Alfred Vohrer, Screenplay
by Alex Berg. Photographed by Erncst
Kalinke, With: Harold Lepnuitz, Klaus
Kinski. Diana Korner, Carl Lang, Ils¢
Page.
Yet another in a seemingly endless
series of adaptations of various Edpgar
Wallace myster Most of these films
have been pac «d fur TV rather than
theatrical showi and are undistin-
puished, with some exceptions, This is
one of the better examples of its own
particular wre (note also Producers
Releasing Corporatio MONSTER OF
LONDON CITY). Story WErns it mys-
terious cloaked figure with a “blu
hand,” some instrument of murder,
with which he is killing off members of
the Emerson family. one by one »
are one or two nicely structure (l srenes
harrowing asylum and
s througha castle’s underground

ND A

various

Jubhn R, Duvoeli

BEYOND LOVE AND EVIL
Artists Release. 3/71, In Color. 90
minutes. A Comptoir Franeais de Film
Production. Produced and directed by
Jacques Scandelari. Screenplay by Jean

An Allied

5 art, Scandelart and Jean - Pierre

Deloux, With: 8 hk Sabry. Lucas

de Chabanieux, Fred Saint-James.
Kinky doings, a la Fellini, in a

French sexploitation film which is ac-
tually bevond sense and taste. A vouth-
ful innocent g a hellish baroque
mitnsion to rescue his lady love from
the resident hedonist, It all adds up to a

s o

90 - minute poverty pocket, though the
photography of Jean Mare Ripert casts
a lovely light over the n\'rrllum-|u-|'\.u-| -
sions. The director, Jacques Scandel-
. has obviously seen his Fellini and
read his de Sade, but he lacks the taste
and talent to make his brew appetizing.

Robert L. Jerome

SHINBONE ALLEY An Allied Artists
Release. 6/71. In Color, B4 minutes,
A Fine Arts Film Production, Produc-
ed by Preston M, Fleet, Executive pro-
ducer and director, John D. Wilson.
Sereenplay by Joe Da Produced by
Preston M. Fleet. With the
Eddie Bracken, Carol Channing,
Carradine, an Reed,

Few animated feature [ilms are as
curiously cloyingly prec

voices of:

John

listless,

and sloppily  exceuted, It mak
realize how infinitely  super
PHANTOM TOLLBOOTH. TH
TOCATS., and cven Disney's weakest,
ALICE IN WONDERLAND, are in con-
cept and execution. All of these \nll*-‘
are far fr perfect, but they J

carry a wient modicum  of

that ¢l
T'he fricend-
promiscuous fe=

creativity,  and bhuoyvancy
them over the rou

ship between an old,

1 Spots.

line named Mcehitabel, and a sensible,
poctic cockroach mamed Archy, 1s an
inceniously ir inative, hopeful start

for a potentially nmentary on
morality, But the Lick of wit and bounce
in the dialoe and situations, the uncon=
vineing insitions of emotional state in
the characters, and the erratic visual
inspirations defeat a promising concept.
Carol Channing Eddie Bracken, and
Juhn € adine are the principal
and they ham it and o
e s self=parody, not charac-
ter or meaningful caricature. There
are a couple of delightful songs in an
overall turgid score.
sares of dialog, anda few rather affect=
ing and memorable Juhn Wil-
direction. Even so, this is as
rood an example of v not to make an
animated liable to
find, and is quite an embarrassing one
al that,

CVer

VOICCS

r=emphasize it

a few ol

oS-

bits in

son' s

feature as one 1s

Dile Winogura

Bachanalian depravity in BEYOND LOVE AND EVIL.

John Ashley.

BEAST OF THE YELLOW NIGHT A
New World Pictures Release., 3/71. In
Color by DeLuxe. A Four
Associates Produced by
John Ashley and Eddie Romero, Direct-
cd by Eddie Romero. With: John Ash-
ley, Mary Wilcox, Eddie Garcia,
Another he - vehicle made in the
Phillippines  starrir shn Ashley and
directed by Eddie lh.ma ro. The basic
premise of the film has considerable
merit, that being an attempt by
e proup to create a being of pure

T minutes.
Production,

i satan-

il

by having their disciple (John Ashley)
inherit the latent evil of each dead man
who's identity he assumes.  Unfortu-
nately, the satunic creature that results
looks more like a night-club bouncer
than the all = pervading evil and Mr.
Ashley does not bring any form of tor-

ment to the character. As written, Ash-
ley's character is a pathetic man saved
from death on the condition that he be-
come a disciple of Satan, His torturous
existence is remarked upon often in the
dialorue but is far from evident in Ash-
ley's performance and Eddie Romero's
direction. There are t well = done
scenes (as well as one ¢ onably well
handled nude love scene), an encounter
with a blind man after Ashley has killed
a prostitute, and the climactic stalking
of Ashley through fields of tall ¢
The film as a whole however, In
its own potential and never suce !l'll«-. at
all. Romero has attempted a sort of
present -day morality play, as he
done  previously with the uninspired
periodlilm CURSE OF THE VAMPIRES.
The blind man tells Ashley that he has
never lost his soul, that he can never
be free of it or the God that instilled it
within him, and that this is his source

has

of torment.  Finally, when the man is
mortally wounded,  Ashley for
him, reaffirming his link sod and
the immortial Ashley, through this, be-

comes mortal again and capable of be-
ing stopped by ice bullets. Despite
the seeming interest of the screenplay,
Rome underdirects the entire effort,
sending his actors through their paces
without bothering to make them believe
in the film. They don't, and unfortu-
mately, neither do we,

John R, Duvoli

1 EAT YOUR SKIN A Cinemation Indus-
tries Release. 1/71. In black and white,
Bl minutes. Written, produced and di-
rected by Del Tenney. With: William
Joyee, Heather Hewitt, Walter Coy,
This voodoo horror effort is some-
thing of an updating of the 1960 turk
MACUMBA LOVE to accomodate recent
permissiveness. Voodoo on the sereen
is perhaps the most ill = treated of the
horror sub=genres, and this effort does
little to elevate its status, Director Del
Tenney has done one reasonable film, a
standard but interestingly done little
called CURSE OF THE LIVING

sleeper



George C. Scott and Joanne Woodwird in THEY MIGHT BE GIANTS.

CORPSE. His HORROR OF PARTY
BEACH was one of the better of its
type, but that most tinly is not say-
ing much. Here, he again tries, and the
result is a watchable programmer.
Much of the film is too obvious but se-
quences alluding 1t rites and
sacrifices do manage to drum up their
share of interest,

voodoo

John R, Duvoli

I DRINK YOUR BLOOD
Industrics Release. 1/71.
minutes. A Jerry

Production,
Written and directed by David Durston,

Gross

With: Jadine Wonyg,

Black mame of the
game here, a quirky little horror entry
mixing hippies, devil cults, and assort-
ed dastardly goings on, Much of the hu-
mor fails | frankly, the film is
too gory to allow us to laugh at it too
often, but it has a certain bizarre flair.
A group of hippies (who also perform
satanic
fge in some graphically filmed cultist
activities. but eventually bring on the
wrath of an elderly man xho they outwit
and send on a trip.” The
gains vengeance by injecting the blood
of a rabid dog into pies and giving them
to the hippies. The cultists become ra-
bid, turn on cach other and the town,
infecting themselves and spreading the
disease throughout the land, It's an in-
teresting little tale in its own way, if
only for the sheer audacity of the sub-
ject matter, but as noted, the various
rites, rituals, carnage and climactic
madness are too eraphic to keep proper
balance in treatment and make much of
the blick humor work.

Ronda Fulte.

comedy  is the

wse,

rites in their spare time) en-

man's son

John R, Duvaoli

I DRINK YOUR BLOOD

THEY MIGHT BE GIANTS A Universal
Picture. 3/71. In Technic Pro-
duced by John Foreman. Directed by
Anthony Harvey. With: George C. Scott,
Joanne Woodward, Jack Gilford.

The fantasies of one man's madness
can be the stuff of interesting films,
yet, they make a fragile and delicate
basis at best, requiring just the right
approach to bring it off. When the audi-
ence is never made quite sure just how
seriously to take those fantasies there
are bound to be problems, problems
exemplified by Anthony Harvey's film.
George C, Scott portrays a noted judge
persists in the illusion that he is
lock Holmes, forever pursuing his
wmy, Dr. Moriarty, The plot
thickens when Scott's brother, shing
to gain contral of his money to pay off
e of blackmailers, assigns Joanne
tward (s Dr. Mildred Watson) the
of finding Scott legally insane. The
blackmailers wish to speed things up by
killing him. Thus the st
the pseudo-Holmes and his "Dr.
son” Lo foil the gang's plans, How i
this  pronusing  situation is dropped
somewhere along the way in favor of the
develupi love  between  Scott and
Woodward as the psyehiatrist is drawn
into her patient’s Further
complicating things are plot turns that

Is set [or

Wat-

madness.,

su st there might actually be a Dr,
Mor - Alter a splendid opening the
film falls off sharply into an overly

sentim

il vein,  Scott captures the
Holmsian diffidence perfectly and main-
tains it throughout. Joanne Wi ard
is her usual unworldly self and does ra-
ther well in the Watson role, An added
Joy is JLack Gilford, the man fr the

Cracker Jack commercials, as a li-
brarian. r something. As it is, while
the pic e winds down as it is plaved

out, the plavers retain their custo
throughout and the first forty

dare just great.

minutes
Mark Stevens
THE LADY IN THE CAR WITH

GL 25 AND A GUN A Columbia Re-
/71, 100 minutes. In Color and

Panavision. A Lira Film Production,
Directed by Anatole Litvak. With: Sa-
mantha Evgar, Oliver Reed and John

McEnery.
Samantha F
of such special
single-handedly
lady-in-peril mystery
white
A sinister hitehhiker,
Is no better than she should be, and an
impasing emplover (Oliver Reed) who
would sive pausetoany jittery « mplovee,
There is a superb sequence in a4 not-
quite=empty warage comples which is
reminiscent of the best of Val Lewton's
seary chillers of the 40s, bhut the
whole,  Anat Litvak's direction is

ar pives aperformance
ace that she almost
this familiar
which involves a
in the
i slut who

redeems

convertible, a body

“must” for anvone wh
himselfl up 1o th
and Miss Eqp-

mechanical. A
is willing to
film"s ritwalistic
s magical presence,

Robert L.

route

Terome

COLD TURKEY A United Artists Re-
lease, 2/71. In Color by DeLuxe. 102
minutes. Produced and directed by Nor-
man Lear. With: Dick Van Dyke, Pippa
Scott. Bob Newhart, Tom Poston,
Norman Lear's film is in the tradi-
tion of Joseph McGrath's THE MAGIC
CHRISTIAN and Tony Richardson's THE
LOVED ONE in pointing a cold, satiric
fin at human fuibles, The seript by
Lear and William Pric x tells of the
travails of a small midwestern Ameri-
can town in giving up smoking for a
month in order to win a § Million
erant from a large tobacco compa
Lear, like his predecesso takes
great pains to point out e me's bad
intentions: the tobacco company's PR
man (Bob Newhart in a hand-tailored
part) proposes the pgrant for publicity
purposes and because no town in Amer-
ica could possibly earn it; the town's
clergyman (Van Dyke) single-handedly
promotes their successful ban on smok-
ing through browbeating, extortion and
arm-twisting to escape the squalor of
his midwestern parish and earn a pro=
motion to gre *r pastures; and the
townspeople, after a grueling month of
hardship and deprivation, demand in a
mob action of pandemonium that  the
money be divided into equal individual
shares rather than be used for civic
wements as originally  intended.
directs all this madness with a
Wellesian sweep, The opening eredits
unwind « o oscene of o seruffly dog
sauntering n the road to Eagle Rock,
and the came lingers

from time to

time on which tell the stary
of the to dual decay, taking off
from the last sico into an aerial shot
which sweeps us high over the rooftops
of the town. Lear puts a harsh but hi-
larious light on American middle class
dreams and  aspirations reveals

them to contain the seeds of o wnde=
struction.

Frederick S, Clarke

GRIMM'S FAIRY TALES FOR ADULTS
A Cinemation Industries Release, 2/71.
In Color and widescreen. 76 minutes.
Written and dirceted by Rolfl Thiel.
English version directed by HelenGary.
With: Maric Liljedahl, Walter Giller,
Hohberger, Ingrid Van Bergen,

A brief effort that, while not partic-
ularly distinguished as fantasy cinema,
1S a4 much better than average sexploit-
er and provides some W clean-dirty
fun. Marie Liljedahl, first appear=-
cd as the Swedish Lolita INGA and who
1s currently un view (in more ways than

Flora Robson and Beryl Reid in THE BEAST IN THE CELL AR.

Marie Liljedahl,

) in Tower's ghastly DORIAN GRAY |
is easy on the eves, as is Eva Rucber- |
Staier. 1 rather liked this unpretentious |
hit of foolery, if for no other reason !
than that it is & welcome change of pac |
t seems to be an endless par-

ade of devil cults, corruptions |
and warped and per
of which are rather ineptly  handled,
There are lapses in taste, such as Miss
Liljedahl’s unique way of milking a cow;
but then ag cle-
ver takeolls on our

from wi

Salanic

erted souls. . . most |

n, other segments ar
childhood leg
Jahn R. Duvali

ends, |

BEAST IN THE CELLAR A Cannon Re- II
lease, 4/71. In Color., 104 minutes. A
Tizon British/Leander Films Produc-
tion. Produced by Graham Harris, Di-
rected and  written by James Kelly,
With: Flora Robson, Beryl Reid, John
Hamill, Tessa Wyatt, T, P. McKen

There are no this T
cret of the

1y by the

SUrPrises i~

pmport and even the

wiven aw

1 plot has been
more exploitable title. The original ti=
tle of the film. ARE YOU DYING YOUNG
MAN?, is 1

film's theme. The
hicle for t Englind's linest char
acter than & fantasy  film.
Flora Robson and Beryvl Reid are of

od as two offbeat spinster sisters s

i ippropriate o the
Slory 15 more v

o of
CRSCS
fer-

ing a terrible secret which has kept
them together for many vears, R "
as the domineering Jovee Ba Vi

dued sister are good ir

Unfortumately

and Reid her su
5 the

their port

film is too talky and the constant bick-

ering between the two becomes dull, In
1 the far superior BLOOD

ON SATAN'S CLAW
Dan Scapperotti
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NEWS
AND
NOTES

THE SCORE

by Mark Stevens

To the remarkably rich harvest of
interesting  film from fantasy
films this ar, which so far includes
COLOSSUS, THE FORBIN PROJECT
(Michel Colombier), THE ANDROMEDA
STRAIN (Gil Melle), THX 1138 (Lalo
Schifrin), must be added the Jerry
ldsmith scor for THE MEPHISTO

music

WALTZ and 'APE  FROM THE
PLANET OF THE APES,
nsidering the material he had to

work with in the third Apes film, the
i1s moderately interesti Since
the story ta place in a contemporary
setting as opposed to the "primitive fu-
ture” of the first two films, Goldsmith
his accordingly scored with 4 modern
sound, lightly
the strang

score

garnished with some of
e percussion and sonic effects
of his original score, a good example
being thos haunting  vocal mewings.
Remindful in its contemporary moments
of his music for the Flint films, the
score is characteristically spare, with
the more sustained (and effective) use
of music in the final s s of the film,
On the whole, it scems a lesser exam-
ple of Goldsmith's art.

1 have no such reservations about
his work for THE MEPHISTO WALTZ.
This is Jerry Goldsmith with all stops
out and imagination in high gear. Lay-

ing on a terrifically sinister atmos-
phere, the score makes effective use of
Liszt's “Mephisto Walt the fiery

piano solos being the work of Jakob
Gimpel (who, incidentally, was Gold-
smith's teacher at one time). The string
work is somewhat like that he used to
do for "Thriller” and "Twilight Zone."

He also gets some novel effects with
human voices rendered almost unre-
cognizable by reverberati few film
composers seem to use I"H(' Il'l‘lll'li-

ing techniques as intelligently and un-
obtrusively as Goldsmith. The most ef-
fective section of the score is that un-
der the scene of Curt Jurgen's soul
transfer to Alan Alda’s body as officiat=-
ed by Barbara Parkins,

Although Elmer Bernstein's wes-
tern themes have a tendency to soundan
awful lot like Aaron Copeland, they al-
most always have an effervescant quali=
ty I find irresistable. His score for BIG
JAKE is no exception. Parodying the
music of the [y 1900s under Wayne
Fitzgerald's clever main titles, Bern-

42

stein soon moves into familiar and wel-
come territe The arrival of Richard
Boone's gar at the beginning of the
film is underscored with all the omin-
ous menace  Bernstein can muste
slowly building to the action when he
cuts loose with an invigorating E
athletic « The entir
is like that--nothing really new but en-
joyable all the same.

1 have, in the past, expressed dis-
satisfaction at the use of a collection of
"now" songs as a score,
ally a score of this type is reasonably
successful. A recent case in point--B,
S. 1 LOVE YOU. The songs by Mark
Shekter as a ed and conducted by
Jimmy Dale and sung by a group called
the Stouffville Grit are quite pleasant
and work fairly well with the film, pro-
viding a point of view of the film's pro-
tagonist not alwavs made clear in the
film. Mercury has released an enjoy-
able album (SRM-1-610) that has all the
songs but, unfortunately, does not con-
tain the rather bouncy instrumental mu-
sic used in the final scenes of the [ilm
which is in the same vein as the "alleg-
ro’” from “MacArthur Park."”

st of

estra

score

but occasion-

For THE BEGUILED, the indefatig-
able Lalo Schifrin has turned out a
moody effort, full of brooding harpsi=-

chord and orean, well complementing
Don Siegel's  darkly comedic  film.
Schifrin is especially skillful in contri-
buting to the gothic quality of the open-
ing scenes.

Michel Legrand has provided SUM-
MER OF '42 with a simple but eminent-
ly effective theme, It is used sparingly
and with utmost sensitivity, very much
in contrast to, say, the theme from
LOVE ORY. The really irritating
thing about Lai's score was that under
ecery emotional that piano solo
could be heard, plaving away for all it
wits worth, Legrand’s theme is never
as solemn but captures the poignance of
Robert Mulligan's film all the same.

Interestingly. the Warner Brothers
album (WB 19825} contains only two
bands devoted to SUMMER OF ‘42, the
rest of the album containing Leg
score for the long shelved PIC
SUMMER (based on a Bradbury
story). This score was suppusedly re-
leased on its own album last year and is
still carried in the Schwann catalog but,
evidently, was never distributed when it
wis decided to shelve the film. While
we may never pet to see the film, it's
nice to have Legrand's beautiful score
on recor

The st

scene

short

‘¢ for another 40's period

film, RED SKY AT MORNING, once a-
gain shows Billy Goldenberg to be a
young composer to keep an eyve on.

There is a wistful, haunting quality to
his music for the Hal Wallis film which
also shows the influence of Bernstein
and Goldsmith. Like many of the new
voung composers, Goldenberyg
k appreciation of the
techniques and a sensit

shows i
scording
nack as to

W

where to use music, The Decca album
(DL 9180) is wrth having but either
uses a smaller orchestra or is badly
recorded for the score sounds much

fuller in the film. Goldenberg has been
a busy man on the television front also,
with his score for the Anthony G
THE CITY. his most recent v .
tking of scores on the tube, the
ssed state of the motion picture
has brought many capable and
talented people to television, resulting
in an upgrading of scoring in that med-
ium. Among the many newcomers who
have shown much promise are John
Parker, David Shire, John Andrew Tar-
taglia, Michel Colombier, and the very
talented Pat Williams. More establish-
ed people who have done recent work on
television are Dave Grusin and, of all
people, Jet Goldsmith, who did the
fine scores for the two CBS films THE
BROTHERHOOD OF THE BELL and A
STEP OUT OF LINE. This trend leads
me to look forward to the new scason
with keen anticipation.

On the subject of recorded
the Kapp album for THE ANDROMEDA
STRAIN (KRS 5513), with its foiled
“flower petal” jacket enclosing a hex-
» of the
ny

SCOres,

agonally = shaped record, is

most creative concepts in the p
of an album to along in quite a
while. The compositions of
Gil Melle more interesting
listening than one might imagine.
London Phase 4 has release
bum entitled "Music From (

comi
electronic
muke for

Classies™ (SP 44144)  with Bernard
Herrmann conducting the London Phil-
har e in music from his scores for

JANE EYRE. SNOWS OF KILIMINJARO,
THE DEVIL AND DANIEL WEBSTER,
and CITIZEN KANE. The Daniel Web-
ster and Kane music has been previous-
Iy avanlable in somewhat fuller length
on a Pyve album, “Welles Raises Kane,™
but not in the States.
album is a perfect

The new London
companionpiece to

their other Herrmann album of music
from Hitcheock films (SP 44126).
Of interest to those lucky enough to

have seen COLOSSUS. THE FORBIN
PROJECT and enjoyed the Michel Col-
ombier score, is Colombier's pop sym-
phony on the A&M label (SPX 4281).
Entitled "Wings.” it is a collage of
songs and symphonic movements with
some of the instrumental sections very
much akin to his score for COLOSSUS.

COMING

In a "Newsweek” article on Vincent
Price entitled "Last of the Ghouls™ it is
r led that Price’s 21 films for AIP
have grossed a total of $50,000,000!, ..
Kirk Alyn, Superman in the old Colum-
bia serials of the forties, appeared at
New York's Comic Convention at the
Statler Hilton Hotel over the July 4th
holiday and had appeared earlier in the
vear at Houstoncon ‘71 in Texas. Alyn
was plugging his book, an autobiograph-
ical account of his film wo with auto-
graphed copies. Alyn had appeared in
such serials as SUPERMAN (1948), SU-
PERMAN VS, ATOM MAN (1950), and

BLACKHAWK (1952), and has worked in
films recently including COLOSSUS,
THE FORBIN PROJECT in smaller
roles...

Producer Arthur P. Jacobs has donat-
ed a varied display of material from his
three Planet of the Apes films to Univ-
ersal Studio's Hollywood Cinema Pa-
villion. The exhibit will include exam-
ples of the Ape masks, Charlton Hes-
suit, and a complement of
s and the molds used by
Tohn Chambers, ..

Oscar-winning

Following is a rundown of the horror,
fantasy and science fiction films now
filming, or in p ration. Titles list=
ed in previous issues are indicated by
(0:00) at the end of the article,
a reference where additional informa-
tion can be found. The first digit is the
issue number, and the following digits
are the page number on which the film
is listed.

THE AGONY ON THE FACE OF A
CAROUSEL HORSE is the offbeat title
of a film telling the story of a girl
who makes a pact with the devil be-
ciause he
Filming began in Jupe from an
original by Federico Villani for pro-
ducer=director Budd Dell. ..

wants her to be his mis-

tress,

‘ted by Doug
wking the
nings Lang.

» Bujold

will be dire

who 18 now  rev
producer J

actress Ger

THE ALIEN

Heves

seript for
Canadian
has been added to the { the film
which began filming in June for Uni-
:39). ..

cast

versal re

ANABELLE L went into release in
June from General Film Corp. The
film is based on the poem by Edgar
Allan Poe and stars Margaret O'Bri-
en. Les Baxter scored the film which
is in widesereen color and was made
in Peru. ..

BARON BLOOD
and Elke Sommer. The Al Leone pro-
duction is based on an original
screenplay by Vincent Forte and is
now on location in Munich and Rome
with Mario Bava directing. Bava has
acquired a small cult following in the
genre for directing several low=bud-
get films of surp ising merit, includ-
ing BLACK SUNDAY (1960), BLACK

stars Joseph Cotton

SABBATH (1964), BLOOD AND
BLACK LACE (1965) and PLANET

OF THE VAMPIRES (1965) to name
only a few. His most recent film was

KILL, BABY, KILL, released by
Europix in 1969, His new film was
previously titled THE THIRST OF

BARON BLOOD...

BEN will be a sequel to WILLARD (re-
d 4:38), the horror film that is
breaking all box -office records a-
cross the country. Ben was the name

Vit




{ the ha b iended Wil N ravat,
o t ( ]..- .;‘-‘ DIABOLIC WEDDING has completed
silibert A i
' . \ ARD . production in Peru starri i
At e ma ol B ot amilton for General Film Corp, to-
W ©UXH Moe Di Sc " b
y od 1in 500 rat
The ( by Py
hedul w [ilmed in N
mbx t Para
WERS | ‘ ind

VAMPIRE

¥ er who did

i FIVE MILLION YEARS TO
EARTH U star Ralph  Bat and
Martine Beswick. .

BLOOD OF THE
lease f Medal

IRAIN OF BLOOD tarving Kent Ta
ot d ( t Willi

in release from Hemisphere Picture DOOMSDAY 2000 A.D. is the new title
double-billed with VAMPIRE PEOPLE : . mis

AIP's fort

fil nerl 1 I
BRIDE FROM HADES is a new ghos . ] "‘- Jl“ I] iln ‘j. \. Autumi
tor n riental Daic for 1972 release (2
Fily 6 for an arti (BRI

I'HE NORTH POLLE

BURKE AND HARE has been completed
! clease in England by
E:" ‘l“' n S '1:*‘\!'
I ding Darren Neshint

ind Yootha Jovee

THE ETRUS(

DRON OF BLOOD .
tilien Maon

Cannon F

case [re 1
directed
i th a
7 - . The |
" film w t wion i
i il 1 Et in N pol wnd i
Spolet

I the t I .
(RT { the m e
neg the ualificat f Fv-
I enter the Kingdom i

COLOR OF BLOOD is to be filmed )
r ory by William Ja THE FE | r d
General Film ( : li H! Capit

ind ] d | eleas

CONQUEST OF THE PLANET OF THE th Seal Productio

APES will be a fourth film in the serie

--I'.| | HE FIRST 1 ol ed
TH f MGM. The 1
l’l‘i Tohn Bl ‘ 1 ed Lattle
FROM & et in the ful ¢ and
I 1 ! I
‘ 1 |
1 need i 1 « 1 FLESH GORDON Tid | f
1 i 1 list e € } i i I
: ‘ g ] H i ‘ f Graffin
] i “r [} thi
isure as the previ | I | Lt I
Cent Fux. the 1 : ( I d J
i. that i the v l ;
L I 15 the H r.,
lensing in De- D
[ e inl97
f n 19 ANKENSTEIN'S BLOODY TERROR
AN up rent n release M Indey

the are ol eircu owner R t=Inte ! 1 t
Montalban and 3 ES 1 i th F ke I'ha
ow freak called Caesar, 201h | I
recemtly sold heinal [ the s
eri PL2 \
television for two net 1

1 nd
"
I o H L. Ecan. Othe edit

THE DEATH AND LIFE OF HARRY 1 I 1 \n-

GOTH has been optioned for production licized [ I werd [
by screenwr David Delog Good- re i 1
man. The novel by David Keith Mane
15t t of a4 man who ist I.|‘\,. ![‘-l:l”ll'l AD HOUSE 1 be .':II‘
has only six months to live but doesn’t release for December., 1 Nl fily
i I 1 i 0 H i ' \

Envland. Ha -

ton is the director of NIGHT TIDF i
leep mad Dennis H !

DEATH BY INVITATION s the new ti-
Kirt Film Production f
own as THE WITCH STO

mpleted for re-

by Paragon F s (3:44) | 1962, H T
Seend I THE VAMPIRE HAPPENIN( A I Ent« ( ' ' ol
'HE DEVIL AMONG US is an Allied Germany Top: Ferdie Ma 1cile f i f Crinu
Artists release for later this vear 0 wit Batmou Botto 1 ' Winte
AMPIRE ir velr 1 [ | I i
THE DEVIL'S CHOICE  has been com-  PIRE KILLERS which also featur \ m i :
pleted for release by General Film mar is directed by horror |
Corp. starring Robert Fuller and Deger . Ingrid Von Berger I GRANNY 1AGIC BROTH pla {




Oriental Fantasy From Japan. TOP: From Toei Films, a juvenile film of fantasy,
magie and adventure entitled WATARI (The Boy Magician). BOTTOM:
THE HOUSE OF TERROR, the first part of a series which ir
ates the archetypes of European=gothic hor
filmmakim:. MIDDLE 1iho Fujimura as Yuki from Daiei Films' KAIDAN
YUKIIORO entitled YUKIONNA for its American engagements, an erotic Japanese
fantusy based on Japan's ancient folklore of Yukionna, a snow spirit which appears
m the vuise of a beautiful woman.,

from Toei's

rointe the traditions of Japane

Ltasy
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for production by General Film Corp,
to star Eve Arvden, ..

THE INCREDIBLE
completed (ilmin
Films (Rome). ..

EXY VAMPIRE has
in faly for Amati

THE INCREDIBLE, THRILLING AD-
VENTURES OF THE ROCK
H wired for filming
The novel s by Mu
Pal is currently filming
PEARANCE. ..

15 been
bw Georve Pal,
hael O Donoghue,
THE DISAP-

THE ISLAND OF TWILIGHT PEOPLE
will bein production in the Phillip-
pines in Jdanuarey with John Ashley

the lead.  Ashley has filmed se

pictures the including the in re
lease BEAST OF THE YELLOW
NIGHT which wias brought in for an
un clivvable 860,000, His new film
for New World Pictures 1s from a

sercenplay bw Franeis Dol .,

JOHNNIE becan filming in Atlantae City

September 1. The film is a contem=

porary horror story by Llovd Kaut-
man about an elderly couple wi V-
er up the murders of theirr deranged

vrandson, , .

KILLERS OF THE CASTLE OF BLOOD
has been completed for Eurcka Films
m Rome stareme Erna Schurer and
Chirles Quiney, Louis Merino di-

rected, .,

THE LAST GENERATION 154 film
dealing with overpopulation in the 21-
st Century now in release (rom RES
Film Enterprises. The film was pro-
duced by Luther Davis and directed
by Wialliem Graham from a seript by
Earl Hamner JTr. and fe

ures an all

star cast ancludime Stuart Whitman,
Vera Miles, Lew Avres, Meroe

MeCaumbridee.  Pearl  Baily,  Lee
Grant. Conmie Stevens, Cesar Ro-

maro,

Estelle Winwood, Phil Harris
and the Lite Michael Rennie. . .

LEGACY OF BLOOD bezan filming Ap-
ril 26 for Studio West Films, It is
produced by Ben Rombouts, directed
by Carol Monson and stars John Car-
radine,  Faith Domergue,  and Jeff
Morriw, The lattes were top=
lined together in Universal’s  THIS
ISLAND, EARTH in 1955, ..

Twe

LEGEND OF HORROR is now in release
trow General Film Corp, and is bas-
cd on the Edear Allun P
UThe Tell-Tale Heart. .,

short story

LEGEND OF SLEEPY HOLLOW is tobe
aonew film version of Washington Try-
ing's classie short story produced by

Martin Jupow for possible theatrical,

television, cable television or vid-
casette plavofl, Rene  Auberjonuis,
who vou mav rer ber as the bird

m
lecturer in BRE TER MCCLOUD,
has been sivned to play Tehabod. ..
LOST HORIZON Is hemnye remade by

film mopul Ross Hunter who scored
heavily Tast vear with his
old=fashioned movie values™ in AIR=-
PORT. The James Hilton novel was

e into a funtasy film in

by Frank Capra for Columbia
Ronidd Coleman in the  lead.

“return to

vlassic

with

Hunter's multi=million dollar produc-

tion will be 4 musical version with
sones, Ivries and score by Burt
Bacharachand Hal David. Larry Kra-
mer, Academy - Award nominee for
his sereenplay for WOMEN IN LOVE.,
has been signed to seript, Jacques
Mapes is associate producer for Col-
umbia release, .,

MAJIN STRIKES AGAIN is the third
film in Daiei's fantasy series (see 3:
6 for an article on Daiei fantasy). ..

THE MAN WHO FELL TO EARTH will
be produced for 1972 release by Can-
non Films from the science fiction
novel by Walter Tevis concerning an

Hammer on location, Above: Filming in
Southwest Africa on CREATURES T
WORLD FORGOT,

now i release from

Columbia Pactures, Direetor Don Chaf-
fev sets up ome of the more sensual
seenes i the serpt, Below: Valeru
Leon as Evvptian Queen Tera from
Hammer's BLOOID FROM THE MUN-

MY'S TOMB. Valerie plavs a dual rol
in the filme, appearing also as o modern
remearmition of the ancient queen, N
U.S. distribution has been arvanced for
the tilm.
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TOP RIGHT: Michael Gough in CRUCI-
BLE OF HORROR, in release with
CAULDRON OF BLOOD f{rom the Can-
non Releasing Corporation. MIDDLE
RIGHT: Sean Connery as James Bond is
back in action in United Artists DIA-
MONDS ARE FOREVER, the first of the
series to be filmed in the United States.
BOTTOM RIGHT: One of the victims of
world-wide germ warfare between Rus-
sia and Red China from Warner Bros'
THE OMEGA MAN, now in release and
based on a novel by Richard Matheson.

extra - terrestrial stranded on earth.
The Alien amasses a huge personal
fortune by patenting revolutionary
new inventions of his own design in
order to finance the construction of a
spaceship which is capable of bring-
ing his d'\'inu species to earth. Tevis
is the author of The Hustler. ..

MR. MAGIC is the story of a magician,
played by Ron Moody, and the effect
his magic has on the towns he visits
while crossing the United States with
his family in the 1880s. Lensing is
scheduled to start in the spring of
next year from an original screenplay
by Clair Huffaker, who is also pro-
ducing the film...

THE MONSTER MAKER s the title of
an original screenplay written by
Marvel Comics' own Stan Lee for
Martin Ransohoff's Filmways Pro-
ductions. Lee is the head writer, ed-
itor and art director at Marvel which
began a4 comics revolution several
vears ago with literate and highly im-
aginative magazines. The film will
be directed by noted French director
Alain Resnais making his first Eng-
lish language picture...

MOTHER NIGHT by science fiction an-
thor Kurt Vonnegut is planned for
production by Irwin Winkler and Rob-
ert Chartoff. ..

MOUINI'S VENOM  is an original sus=
pense-horror screenplay by Andrew
Meyer to be produced by Mever for
New World Pictures. Filming is not
slated until the fall of 1972...

MY NAME IS ROGER will be &
duction between Hanna - Barbera and
Sagittarius Productions. The live-
action film (H-B is an animation stu-
dio) is based on a novel by Ken Platt
entitled The Boy Who Could Make

Himself Disappe No starting date

as been set for Paramount release

NECROMANCY is the final title for the
Orsen Welles-Bert 1. Gordon film
formerly titled THE TOY FACTORY.
The film is currently in release from
Zenith International Pictures Corp.
and was touted by "The Hollywood Re-
port as the "best occult film to
come along since 'Rosemary’s Baby''
Gordon wrote, produced and directed
the film, so we know it can't be that
good (2:45). ..

THE NIGHT OF THE DAMNED was
completed by King Films in Rome in
two versions: one @ raight horror
film and the other straight sexploita=
tion. Peter Rush directed Pierre
Brice, Patrizia Viotti and Angelo
DeLeo...

THE NIGHT OF THE WITCH is an or-
iginal script by Lloyd Kaufman pur-
chased for production by Cannon
Films...

NOW YOU SEE HIM, NOW YOU DON'T
will by Walt Disney's sequel to THE
COMPUTER WORE TENNIS SHOES
and concerns a group of college stu-
dents who discover the secret of in-
visibility. Robert Butler will direct
from a screenplay by Joseph L. Mc-
Eveety based on an original story by
Robert L. King. Ron Miller is pro-
ducing for Buena Vista release. ..

OCTAMAN has completed filming for
Filmers Guild Productions. The hor=-
ror - monster film is said to "deal”
with the effects of world wide water
pollution. Michael Kraike produced,
and Harry directed from a
script by Lawrence Morse. Kerwin
Mathews, Pier Angeli and Jeff Mor-
row star. ..

THE OTHER began filming in Septem-
ber for 20th Century Fox from a nov-
el by actor Tom Tryon. The film

A\
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stars 12=vear old identical twins in a Olivia de Havilland also starring.
supernatural horror  story  which

takes place on a rural farm in New RETURN TO WUTHERING HEIGHTS
Engliand during a summer vacation in was inevitable when AIP discovered
1935 (3:43). .. that WUTHERING HEIGHTS

tined to be their all-time second lar-

as des=

PIED PIPER OF HAMLIN is analley
with strong CNtemporary  para

gest grossing picture. The film is
rolling on location in the Yorkshire
being filmed by Savittarius Produc- moors in England and will concen=
tions for Paramount | trate on the second (unfilmed) por-
singer Donovan  ("Mellow  Yellow™ tion of the classic Bronte novel. ..

appears in the title role and is o
posineg and  performing  the
songs and musical

SECOND COMING IS & contemporary
The story horror story now filming for Podno

is set in Europ time of the Productions. Willird Huyek is direc-
Black Playud I also features Don- ting from a script by he and Glor-
ald Pleasence and Jack Wild, Jacques 1a Ratz for producer Allan Richie. ..
r"]\l'n‘ vho wrote the sered AV, 1S
directing on location in Rothenberg, THE SERPENT GOD is a sex-voodoo
Germany for producer David Putnam. thriller which has been completed by
Italy’s Arco Films in Venczuela. ..
THE PLASTIC MAN is being filmed  SHE WAS A HIPPY VAMPIRE is in re-
fron sereenplay adapted from ano- lease from ADP Pictures. ..

vel science [iction author L, P,

Davies. Lan 1son will direct SON OF THE BLOB  is being produced
the Hal Roach/Universal Production by Tack H. Harris who filmed the or-
which stars George Peppard. Filming iginal in 1954, .,

began on
ada in Aug

ion in Vancouver, Can-
I'HIS WAY FOR A SHROUD is now in
pre=production at Germany's quila
POPE JOAN I n lensing April H .t Film Enterprises. The sereenplay is

Bray Studios in England with Liv Ull- by James Hadley Chase. ..

man in the title role of a legendary
femme papacy. Raquel Weleh had  TRAUMNOVELLE is the next project of
been considered for the part (no kid- producer Stanley Kubrick who  will
ding). Kurt Unger is producing and write, produce and direct the film for

Michael  Anderson  directing  with Warner Bros. Kubrick recently com-
Maximillian Schell, Franco Nero and pleted A CLOCKWORK ORANGE for
th ¢ studio, "Trauvmnovelle” is

- Ger n, meaning "Dream Novel™. ..
Scenes of Boris Karloff from CAUL-

DRON OF BLOOD. in release f TRILBY AND SVENGALI will be filmec
Cannon Releasing ( The film as o musical by Anglo- EMI in Eng-
features Jean Pierre Aumont and Viv- Lind, Filming began in October with
cca Lindfors, and is the 1967 English Bliake Edwards directin vi
production BLIND MAN'S BLUFF. Can- Julie Andrews, in the . Jack
non is double=billing the film withCRU- Lemmon is also bein t. The
CIBLE OF HORROR with Michael Gough, George Du Maurier novel was filmed
in 1931 by Warner Bros with John
Barrymore and Marian Marsh and
in 1955 by MGM with Donald
and Hildegarde Neff. MGM will

release the new musical versjon, .,

THE VAMPIRE HAPPENING  has been

completed by Germany's Aquila Film
Enterprises starring Pia Degermark,
Thomas Hunter and Lyvia Bauer,

Ferdie Mavne, who appeared in Ro-
man  Polanski's 'HE VAMPIRE
KILLERS and AIP's THE VAMPIRE
LOVERS, plays Draculi. Veteran
Freddie Francis directed from a
sereenplay by Auprust Rieger. ..

EL VAMPIRO DE LA AUTOPISTA has

been

mpleted in Spain by director
Madrid, starring Patricia

WE HAVE ALWAYS LIVED IN A CAS-

TLE is being considered for production
by Dino DeLaurentiis. The Shirley
Tackson novel was considered once
before for filming in 1967, She is the
author of The Haunting of Hill Hous
on which Rebert Wise's film THE
HAUNTING is based. .,

WEREWOLVES ON WHEELS is the title
by Joe Solo=

we film deals

ol an acquisition mac
mon's Fanfare Films.
with an outlaw motoreyele gang at

odds with a cult of devil worshippers,
and went into release in August, , ,

YUKIONNA (SNOW WITCH) is a4 new
shost story from Daiei Films (see 3:
6 for an article on Daiei fantasy). ..



LETTERS continued from page 4

ADDITIONS AND CORRECTIONS

1 wa
mad

ant to tell you how much 1 am enjoying your whole
azine and especially Part I of Mark Wolf's mar-
velous article on stop-motic nimation in the cine-
ma. Mr. Wolf writes with great lucidity and vigor
and with much fascinating information not generally
known before. The selection of stills generate their
own excitement.

I will correct Mr. Wolf in one of his assumptions
—an assumption he certainly cannot be criticized for
entertaining in print as there s no evidence to the
contrary until recently to disp . Wolf'stheory
as to Willis O'Brien's first use of th rial brace.

Mr. Wolf deduced that O'Brien first used a har-
ness device above the model figurines to suspend
them off the und whenever the action demanded
it when he made THE LOST WORLD in 1925, "Invis-
ible” wires would slice through clay but not through
latex rubber. There are no latex rubber models be-
fore THE LOST WORLD. Mr. Wolf's reasoning is
quite logical, and the only thing he had to look at
prior to THE LOST WORLD was O'Brien's THE
GHOST OF SLUMBER MOUNTAIN (1919). In that
short subject, all models went through their paces
with either two or four feet upon the ground.

Since Mr. Wolf drafted the first part of his ar-
ticle, the work O'Brien did for Thomas Alva Edison
in 1917 has turned up, four subjects including MOR-

PHE MIKE, PREHISTORIC POULTRY, RURAL
DELIVERY, 10,000 B.C., and THE DINOSAUR AND
THE MISSING LINK.

All subjects have dinosaurs and Neanderthal men
in them. A prehistoric postman, amputated from the
waist down, flies through the air in RURAL DELIV-
ERY, 10,000 B.C. A giant diornis flies through the
sky in PREHISTORIC POULTRY (the actual extinct
diornis could not have done so) and makes a claw
first landing onto the ground. The Missing Link in
THE DINOSAUR AND THE MISSING LINK is Willie,
a pithecanthropus ape, and we first meet him snarl-
ing at us from the tree branches. Here is the seed
of Kong, Kong Jr., and Mighty Joe Young. Willie
climt ntually onto the neck of a dinosaur (shades
of Kong!), is flipped through the air, and has his
back broken upon striking the ground.

1 think it is clear from the action described that
there are too many instances of models without visi-
ble support in these three subjects for Mr. Woll's
theory about the aerial brace to hold up.

The great advance of THE LOST WORLD, as Mr.
Wolf has pointed out, rreater realism of
skin texture and finer armature within. And there
we must leave it and not try to push onto that film
more technological breakthroughs than can be sup-
ported in the light of the new evidence available.

s the

DAVID M. MASSARO
3338 W 94th St, Cleveland, OHIO 44102

I enjoyed the HOUSE OF DARK SHADOWS review
very much, but it does raise a few comments. First,
Roger Collins and Elizabeth Collins Stoddard are
brother and sister, not man and wife. David Collins
is Roger's son; Carolyn Stoddard is Elizabeth's
daughter; therefore David and Carolyn are cousins,
not brother and sister. Also, in the photo captions,
Nancy Barrett beckons to Don Briscoe, not Louis
Edmonds.

Having seen the movie 10 times, I noticed a few
errors in your description of the ending. Jeff was
kneeling on the balcony with a crossbow aimed at
Barnabas, as Barnabas stood over Mag
lying on the catafalque. At the same moment Jeff
shot, Willie decided he couldn't let Maggie die--he
rushed toward Barnabas, accidentally moving into
the path of the bolt. With the bolt in his back, Willie
fell against Barnabas, Barnabas pushed Willie away,
letting him fall to the floor. n Barnabas pulled
the bolt out of Willie's back and called to Jeff. Spot-
ting him, Barnabas used the bolt as a pointer, and
in a loud voice, echoe
yond tandi
me, you will obey me

fe, who was

¢ and distorted almost be-
alled, “Jeff! You can hear
will come to me--Jefl!"
'nded the stairway,
in a trance, dropping the crossbow. Barnabas drop-
ped the bolt and grabbed Jeff by the nec placing
him next to the catafalque and saying to him, "Ev
weddin,
this one

Y

Jeff could not resist, and he desce

ry
eeds a witness, and you will be witness to
He released Jeff, who was still in a

trance, and then leaned over Maggie. Willie had
d to grasp the bolt and to stand up. He

ed the bolt into Barnabas' back. Barnabas
reared up, blood pouring from his mouth; he
eamed Willie's name and turned to grab him.
y both went down. Jeff snapped out of his trance
and pounced on Barnal driving the bolt even fur-
ther in. Barnabas reared back, the bolt protruding

You have to
see 'emto
believe 'em!

* KING KONG * DAY THE EARTH STOOD STILL
% TIME MACHINE * FANTASTIC VOYAGE * THE THING
% JOURNEY TO THE CENTER OF THE EARTH
% LOST WORLD * WAR OF THE WORLDS
* THE POWER * FORBIDDEN PLANET

* and the visually dazzling 2001 —Space Odyssey

* plus such classic trail-blazers as

% METROPOLIS * JUST IMAGINE
* CHANDU THE MAGICIAN % THE LOST WORLD (1925)

Send for our free catalog of 4,000 feature films.

FILMS INCORPORATED

1144 Wilmette Avenue, Wilmette, ll. 60091
Att. Nelle Watts

gh his chest. Jeff supported him and made sure by Julia and screaming Carolyn’s name, the name
the bolt went through. When he was satisfied, he echoing over into the next scene of Carolyn rising
tossed Barnabas down. The spell e was from her coffin at dusk.

thre . and Jeff carried her away, us with There are only two things I will pick at the film.

vi

an overhead shot of Barnabas and Willie lying dead One, there are several types of blood used, ranging
before the cata alque, the mist swirling about them. from realistic in color to frankly fake-looking bright
The closing credits roll and as the words "The red--1 wish they had stayed with one or the other.
End" appeared on the screen, a bat flew up from the Second, the film editor Arline Garson placed the end
mist, squeaking past us and off the screen. of a reel in the middle of a conversation not once but

The film also contained many nice touches when twice. Since the end a reel usually gets chewed
cutting from one scene to another, such as when Ro- up, we lose a word or n a sentence. At one point
ger asks M ie where David is after the funeral, » answered a question Roger apparently hadn't
and N s he's asleep. Cut to Dz , still un- n asked, since the question had been lost at the
conscious, at the bottom of the pit near the old end of the previous reel.

swimming pool. Todd leaving the dining room after

David has disrupted the dinner, by claiming to have KATHY BUSHMAN
'n--Stokes has declared Carolyn is now 1219 Gardena Blvd
one of the living dead. The words "living dead, dead,

seen Car , Gardena, CA 90247

dead..."” echo over into the next scene, finally fad- e ——

ing into the wind, as Todd walks through the ceme- A limited supply of back issues of CINEFAN-
tary. Todd being bitten by Carolyn, with a closeup of TASTIQUE are still available. #1 (Fall 1970) is
her lips against his throat, his blood flowing down. $3. #2 (Winter 1971) is $3. #3 (Summer 1971) is
Cut to a bottle of blood, being carried into dd's $2. Make checks payable to F. S. Clarke.
sickroom the next morning. Todd being given a shot RS I
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My mind to me a kingdom is,
Such perfect joy therein | find
As far exceeds all earthly bliss
That God or nature hath assigned.
Edward Dyer




